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NOTES ON DOUBTFUL AND OFTEN MIS- 
UNDERSTOOD MUSICAL TERMS. 


By Fr. NIECKS. 


How many musicians there are, professional as well as 
amateur, who, though possessed of a greater or less 
amount of technical acquirements, not only are unac- 
quainted with the theory of their art, but even ignorant 


of the meaning of terms without a perfect understanding | 


of which a correct rendering of the compositions in which 
they appear is impossible or at least a matter of chance! 


Again, how many musicians there are who, though not | 
altogether ignorant of these terms, have not advanced in | 


their knowledge far enough to see the ambiguities and 
difficulties involved inthem! And then, people are too 
reckless in their acknowledgment of authorities. Many a 
mountebank attains that dignity. Indeed, the credulous | 
who believe that what is printed must be true have not 
yet died out. But besides those who are regarded as 


authorities and are so in zo thing, there are others who | 


are regarded as authorities in #amy things and are so 
only in ove thing. A good singer, player, or composer is 
not necessarily an authority on the subject of musical 
terms. To be an authority on this subject presupposes | 
first of all some linguistic knowledge. But linguistic 
knowledge alone does not suffice; for technical terms 
bear often a different meaning—sometimes narrower, 


sometimes wider, sometimes divergent—from that current | 


in common language. What must not be overlooked is 
the fact that composers ignorant of the right meaning of | 
terms have used them wrongly, and that by their use 
these wrong meanings have become attached to the| 
terms, either to the exclusion of the right meaning or in 
addition to it. ‘Teachers and theorists are fond of laying | 
down the law, of saying that such or such a term has a 
certain meaning and no other. But they draw their con- 


clusions, if not out of their inner consciousness, from in- | 


sufficient premisses. Historical research and critical 


observation are the keys which unlock the meaning of | 
The question is, How have the | 


problematical terms. 
terms been used by our forefathers and how are they 
used by our contemporaries? The question is o¢, How 
ought they to be used? The answer to the question how 
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| they ought to be used is valuable with regard to what is 
to be done by composers and editors in ‘the future, but 
|useless with regard to works which are already written 
| and edited. Before settling down to my self-appointed 
task, I must yet warn the student of this subject to keep 
\always in mind the following two points: the fallibility 
| of composers, and the habit of dictionary makers of copy- 
|ing their predecessors. The first term I shall take up 1s 


TEMPO GIUSTO. 


One use of the term (a use now entirely obsolete)— 
| namely, in the sense of a@ ¢emfo (in time)—offers no diffi- 
culty. Thus used /enzpo giusto or a tempo giusto is to be 
found in older music especially after recita:ives, but also 
| after indefinite modifications of the time, such, for in- 
| stance, as are indicated by the words va//entando and 
| ritardando. In short, it points out the commencement 
or recommencement of “ measured time,” “ strict time,” 
| after passages free from the fetters of measured time or 
| where the strictness of the measure was relaxed. But 
when we meet with the term as an independent indication 
of movement we are puzzled, and consultations of diction- 
aries and text-books are more likely to confuse than to 
enlighten us. Literally ¢empo giusto means “just (or 

“strict ”’) time.” One of the earliest and fullest defini- 
| tions of the term is given by an excellent authority— 
namely, by the great W. A. Mozart’s father, J. G. Leopold 
Moaarrt, in his violin school (1756), where he says: “ The 
Tempo commodo and Tempo giusto refer us likewise to 
| the piece itself. They tell us that we should play the 

| piece neither too quick nor too slow, but in the natural 
time. We must therefore seek the movement of such a 

| piece in the piece itself.” D. G. Turk, another good] 

| authority, says in his AVavierschule (1789): “For 2 

beginner, who cannot yet feel the right movement, or 
| judge of it by the piece itself, the expression is very 
| vague.” In H. Chr. Koch’s Lexicon (1802) we read : 
“This superscription indicates that the composer leaves. 
it to the executant to determine according to his feeling 
the right time-measure.” To come nearer our own time, 
Fétis tells us that this term indicates “a movement which 
is neither too quick nor too slow.” And an Italian writer 
(Bonifazio Asioli in Principit elementari di musica) 
defines it as “a movement of which only a long practice 
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can give a just idea.” Now, the conclusion to be drawn 
from these definitions is that the term Zempo giusto is an 
absolutely useless one, telling the performer no more than 
a blank left at the head of a piece would do. Still, the 
interpretation of the term was not left absolutely to the 
discretion of the executants. It would seem that tempo 
giusto was considered a moderate movement. This may 
be gathered from the explanation of J. G. L. Mozart, who 
speaks of tempo giusto and tempo commodo (generally 
understood to be a comfortable, leisurely movement) as 
synonymous terms, after having just described moderato 
in nearly the same words (‘ moderate, discreet ; neither 
too quick nor too slow. This is shown by the piece, from 
the course of which we must learn the moderation”). We 
gather it further from the way some definitions are 
worded, and from the place which some writers give to 
the term in the enumerations and tables of the various 
kinds of movement. We gather it lastly and chiefly from 
the character of the pieces bearing this superscription, 
which, as a rule, move along at a moderate pace. And 
the word gzusto itself does not oppose this rational inter- 
pretation of the term; for it means “just” not only in 
the sense of “ appropriate,” but also in the sense of “ free 
from excess” (here, of quickness arid slowness), of “hit- 
ting the golden mean.” As exceptional cases, I may 
mention the use of the term Adlegro giusto by Franz 
Schubert in his Sonata Op. 132, No. 3, for violin and 
piano; and the term fempo giusto vivace by Liszt in 
his Seconde Rhapsodie hongroise. Although not wholly 
fallen into disuse, the term /empo giusto has latterly not 
been much used. In many if not in most recent cases 
the term seems to have been used in the sense of exact, 
strict, precise, steady (with regard to rhythm). This in- 
terpretation of the expression, however, is not of yester- 
day. For we read in Dr. Thomas Busby’s 4 Complete 
Dictionary of Music the following definition of Gzusto: 
“A term signifying that the movement before which it 
is written is to be performed in an equal, steady, and just 
time.” 
The difficulties connected with the next term, 


ANDANTINO, 


have their origin in the enigmatical nature of the word. 
Every one knows of course that azdantino is a diminutive 
of the noun azdante, originally a participle of the verb 
andare, to go, walk, travel, move about. Andante there- 
fore means “ going,” “ walking ;” and in music indicates 
a moderate movement, a movement as it were at a walk- 
ing, not at a running or trailing pace. Now the question 
arises, Does the diminutive of the word andante—namely, 
andantino, which may be translated by “‘ somewhat walk- 
ing,” “a little walking,” signify a quicker or slower move- 
ment than andante? Wiseacres are not wanting who 
assure us that it #zws¢ mean this or that it must mean 
that. But there is no must in the matter, as “going” 
implies neither slowness nor quickness. Consequently 
we cannot extract the meaning of andantino from the 
word itself. Let us then look for elucidation elsewhere. 
The Della Crusca dictionary does not contain the word 
andantino. The dictionary by Alberti (1797) and the 
more modern one by Nicold ‘Tommaseo and Bernardo 
Bellini tell us that azdantino is a livelier movement than 
andante. These are dictionaries of the Italian language. 
On turning to Italian books on music we find in Lichten- 
thal’s Dizionario della musica and in various text-books 
the same information ; but in Bonifazio Asioli’s Principit 
elementari the remark that andantino is a movement in- 
termediate between adagio and andante. Speaking of 
dictionaries, text-books, and schools, I have to note that 
the best writers are at loggerheads with each other, and 








that perhaps as many authorities may be adduced for the 
one as for the other opinion. The two oldest musical 
dictionaries do not give the word—neither Brossard 
(1703, 1705, &c.) nor Walther (1732). We look for it in 
vain in many other books where the presence of such 
words as adagio, lento, allegro, andante, makes one 
wonder at the absence of andantino. Johann Adam 
Hiller (in his Anwetsung zum mustkaisch-richtigen 
Gesang—1774) regards andantino as a quicker move- 
ment than azdante, indeed, synonymous with andante 
con moto. And D. G. Tiirk (in his K/avierschule—1789), 
who himself holds andantino to indicate a slower move- 
ment, remarks that in most instruction books the word is 
translated by “somewhat quicker than azdante.” Not- 
withstanding this weighty authority I feel inclined to 
assume that in the last century and perhaps also in the 
beginning of this century the more widely-accepted 
meaning of axdantino was a slower movement than az- 
dante, It is the reverse at the present day and has been 
for some time. In the latest dictionaries there are still 
to be found some upholders of the old meaning, but it 
seems to me that among practical musicians an enormous 
majority are on the other side. In my support J] can 
quote the Dictionnaire de ? Académie des Beaux Arts, 
where we read as follows: “ Like andante, the word an- 
dantino has changed its signification in modern music, 
and indicates, on the contrary, a movement a little more 
animated, less staid, than amdante, somewhat approach- 
ing moderato, sometimes even allegretto, according to the 
epithet which is joined to it.’ There is perhaps no other 
movement the inetronome markings of which exhibit an 
equally wide range. Hummel in his pianoforte school 
gives the metronome marks of four azdantinos by Cheru- 
bini, Catel, &c. They are as follows: ? = 76 (2); 
P= 164 (2); /* =52 (§); and / = 126 (§). Nothing, 
however, is more difficult than to decide the com- 
parative pace of movements. The metronome marks 
are wholly insufficient for this; and the necessary con- 
siderations of the rhythmical structure are very compli- 
cated. If anything like accuracy is to be attained, the 
subdivisions of the time units in the movements, and the 
frequency as well as the presence of slow and quick notes 
have to be carefully taken into account. Many com- 
posers use the term rarely or not at all. Heller has it 
oftener than most masters. We meet it also frequently 
in Spohr. Schumann, too, furnishes many examples. 
And every one of these composers seems to have used it 
in the sense of quicker than andante. Julius Knorr (in 
his Mustk-Kunstworter) says : “ As tempo indication and 
by itself it has no defnite meaning, but it may serve as 
the designation of a little short andante.” There is some- 
thing in this remark. Something more, however, remains 
behind—namely, the ethical signification of the word, 
which indicates not so much a movement as a character. 
And this character as compared with andante has some- 
thing of lightness, gaiety, and prettiness. Spohr com- 
bines the words grave and maestoso with andante, it 
would be impossible to combine them with anxdantino. 
Having discussed these two terms indicating move- 
ments, let us consider two terms indicating temporary 
modifications of movements. The first shall be 


CALANDO. 


This word is the present participle of the Italian verb 
calare, to decrease, wear away, wane. Brossard and 
Walther do not give the word. Koch defines : “ Decreas- 
ing, is marked in passages where the loudness of tone is 
to lose itself gradually.” Lichtenthal says briefly and 
unmistakably: “It means the same as diminuendo.” 
Bernsdorf (Neues Universal-Leaikon der Tonkunst), 
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Mendel, and Alibrandi likewise are of this opinion, re- 
garding it as a synonym of decrescendo and diminuendo. 
Busby stands almost alone with the opinion that it is a 
term “ signifying that the time of the passage over which 
it is written is to be gradually diminished.” I said he 
stands a/most alone, because I remembered Marx who 
writes that calando has, like rilasciando, ritardando, and 
vallentando, the effect of introducing a slower movement, 
without the slightest allusion to its effect of diminishing 
the loudness of tone. And they have on their side 
Beethoven, who in the second of the seven Bagatelles, 
Op. 33, introduces the term ca/ando not only after 
decrescendo (near the end) but also simultaneously 
with it (bar 29). But there are a con&derable 
number of writers—Riemann, Stainer and Barrett, &c.— 
who hold that calando implies both slackening of the 
pace and diminution of loudness. In Schilling’s Zexi- 
kon der Tonkunst we read: “It [calando] distinguishes 
itself from decrescendo and diminuendo by the fact that a 
slight retardation [Zdgern] is combined with it, not, how- 
ever, in the same measure as in 7z¢ardando, but: only so 
far as the intonation becoming gradually weaker demands 
it.” This points, although vaguely, to the truth of the 
matter. The term indicates really only decrease of sound, 
but decrease of sound naturally induces also a slackening 
of the pace. In fact, it requires an effort to resist the 
tendency to combine the two things, the one as well as 
the other being a manifestation of fatigue and exhaus- 
tion. Nevertheless, terms indicating slackening of pace and 
increase of tone occur sometimes simultaneously—striking 
examples from Beethoven’s works might easily be quoted. 
That there are not only dictionary makers and authors 
of text-books, but also composers and editors, who share 
the opinion that the term refers both to tone and move- 
ment appears from the fact that ca/ando and ritardando 
are found together. This is also mentioned in several 
dictionaries—Dommer’s and Sir George Grove’s defi- 
nitions run thus: “ Diminishing, z.2., in tone ; equivalent 
to diminuendo, and often associated with rztardando 
[haufig mit einem ritardando verbunden).” a 
The last term I shall discuss is 


RITENUTO, 


As a rule this term is employed and understood as 
synonymous with rallentando and ritardando, expressions 
which indicate a gradual slackening of the pace. The 
use of the word rztenuto is more modern than rad/en- 
tando. The dictionaries and instruction books of the 
last century and the beginning of this do not give the 
term. And strange to say, it is absent from many of the 
later dictionaries, even from some of the best and fullest 
—from those of Riemann, Fétis, Koch, Dommer, Schil- 
ling, Lichtenthal, Busby. Now, however, we must see 
what Dr. Hans von Biilow writes in his commentary to 
Beethoven’s C major (Op. 53) Sonata, in connection: with 
the rztenuto (here combined with a crescendo) that occurs 
in the tenth bar from the end of the first movement : 
“On this occasion I may draw attention to a distinction, 
founded on grammar, but rarely attended to, between 
ritardando, a gradually-increasing slackening [zégern] 
and vitenuto, a suddenly-beginning and uniform hold- 
ing back of the time.”* When Biilow says “founded on 
grammar” he means no doubt that the form of the words 
—ritenuto (held back) being a past participle, r7tardando 
(retarding), a present participle—causes the distinction. 
This is true to some extent, although the synonymous 


Jorzando and forzato and other words might be adduced 
against him. But the real distinction lies in the meaning 
of the words rather than in their forms. Rétardare 
suggests more a gradual interference with movement, 
vitenere a sudden one. That, however, this distinction 
is not obvious may be gathered from the fact that G. 
Alibrandi, an Italian, writes without comment: “ Some- 
times the word ritenuto is employed instead of vadlen- 
tando.”* But, of course, it is possible that he simply 
stated the fact, thinking it useless to object to it. About 
the fact there can be no doubt: few who employ the word 
make a distinction, and few that come across the word 
have the slightest suspicion that a distinction is ever 
made. Of the few writers that allude to the distinction 
I will yet mention Marx (Ad/gemeine Mustklehre), who, 
after translating rztenuto by zuriickgehalten (held back), 
adds the foot-note: “ Ritenuto is also used synonymously 
with ritardando,” and J. A. Fuller-Maitland, who clearly 
points out both the common and the exceptional usage 
in Sir George Grove’s Dictionary of Music and Musi- 
cians. 

The subjects of the foregoing discussions are in my 
opinion of considerable interest to musicians, and at the 
same time also of very great importance. For the know- 
ledge of these ambiguities will put executants on their 
guard when they meet with expressions like Zemmpo 
giusto, Andantino, Calando, and Ritenuto. It will make 
them examine the pieces and passages in which they 
occur closely, and question their taste carefully, in order 
to arrive at the real intention of the composer. But the 
discussions not only give a warning, they also give an 
advice. They demonstrate the desirability, nay, the 
necessity, of musicians meeting and finally settling how 
terms of doubtful meaning are to be used in future. May 
the warning and the advice not have been given in vain! 








“THE FLOOD”: A READING IN CHURCH 
RECITATION AND CHORUS, WITH ORGAN 
ACCOMPANIMENT. 


THE WORDS SELECTED BY J. POWELL METCALFE, 
THE MUSIC BY CORNELIUS GURLITT.T 


IT is a world-wide truth that is stored up in the old 
proverb, “ There is nothing new under the sun.” The 
acorn is planted, and from it comes in due time of yearly 
growth the young tree fit for its own special uses—but 
let it grow and grow and grow, and at length the noble 
oak stands out in the landscape with all its beauty of in- 
tricate outline and all its glory of varied tints. If the 
useful young tree is again needed, we must start again 
from the acorn with the old process of growth. Some- 
thing like this life of the torest giant seems to have been 
the origin of our present noble oratorio—with its beauty of 
interwoven theme and its glory of varied orchestration— 
it seems to have sprung and grown up from a very acorn. 
Its name, oratorio, leads us back to the day when in the 
adjacent Chapter-house, or in some building in which 
“ prayer was wont to be made,” one of the brethren of 
the monastery recited sacred stories to the people, which 
a choir of brethren illustrated and quickened by oc- 
casional chorus—the idea most probably derived from 
the classic Greek plays. As music doubtless most 
simple and inartistic, but an acorn that grew and grew 





* The use which Beethoven makes both of ritenuto and ritardando soon 
after each other in the seventh movement of his quartet Op. 131, seems to 
show that he made a distinction between the two terms. 


* I should have added that he does not indicate any other meaning of 
the term. 
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with the gradual development of that art that like charity 
shall never fail, till it stands revealed for the delight of 
man in an Jsrael in Egypt, an Elijah, or a Brahms’ 
Requiem. And long and true be the great succession, 
ever increasing in beauty and glory. 

But is not the primitive idea of oratorio—sacred story 
recited—quickened, interpreted, and brought home by in- 
terspersed chorus, worth a revival? Let any one who 
doubts as to the answer carefully look over Mr. Gurlitt’s 
Reading, “ The Flood,” and see how a master of modern 
art can breathe beauty and interest into the old idea. 

The recitation, though given to the orthodox G with its 
accustomed cadences, leaves ample scope for oratorical 
delivery—indeed, Mr. Gurlitt authorises the simple 
reading of the story—if it be thought that it can be better 
so enforced: in either case the chords and symphonies 
are to be used: and very unwilling indeed will any one 
be to leave them out who has once seen what marvellous 
musical vignettes they are—see, for instance, how a few 
notes of symphony are made to tell the whole story of the 
Dove. The choruses as a rule are very marvels of 
simplicity—long stretches of monotone are invested with 
fitting interest by the clever accompaniment of the organ 
—the melody is always natural and beautiful ; it would 
be difficult to name a more charming movement than 
that which introduces the third part, the Rainbow—the 
subject, by recurrence in symphony, being used most 
skilfully to link emblem and promise together in suc- 
ceeding numbers. The composer has most wisely held 
himself at liberty to give to fugues certain words that 
seemed to claim such treatment. 

The singers surely will thank Mr. Gurlitt for the boon 
—and we may safely say it will be well-nigh impossible 
to write down to those of the hearers who cannot be 
carried along by the irresistible onflow of such clear, 
bright, natural imitation. 

Assuredly this beautiful work will find a hearty and 
general welcome, for there is an increasing feeling among 
Christian thinkers that we have come to a time when it 
would be most desirable to revive another old use, 
namely, the Reading of the Great Bible to those who 
would gather to hear—that did so much to help forward 
the glorious work of the Reformation. In these days of 
cheap Bibles the simple reading could scarcely be revived, 
but the singing grant in our elementary schools is year 
by year opening the ears of our people to the language of 
sound till music has acquired a new meaning and power 
to the people at large; and the two ancient uses may 
unite their streams in the reading in Church Recitation 
and Chorus, fulfilling the purpose of both. And is it too 
much to hope that such Bible readings to the people may 
become a bond of kindly brotherhood between Churchmen 
anc Nonconformists? Even if it were to be desired— 
which after all is a question with two sides—-that there 
should be but one form of Church order throughout our 
free land, no one who knows our nation’s history could 
for one moment think such uniformity practicable. The 
long, long years of struggle against the invading Church 
of Rome that hard-fisted Henry VIII. terminated by 
putting himself at the head of the oppressed National 
Church, and razing the foreigners’ strongholds by suppress- 
ing their monasteries—that long struggle must have left, 
and did leave, behind it the latent antagonism of blood- 
feud against the Church, even when nationalised to the full. 
Nonconformity is the natural outcome of our nation’s 
past history—and Wonconformity itself in its variety of 
form only réflécts ‘the jumble of nationalities that make 
up the English people. But with all this-divergence of 
use and opinion there remains one rock on which allour 
feet are planted, and that rock ‘is our English ‘Bible. 





These are dangerous days, and wise men will not’ be 
anxious to search out in what they differ but in what they 
agree. ‘Sirs, ye are brethren,” and cannot brother 
Christian stand shoulder to shoulder with brother Christian, 
and tell forth to the people in #usic—the one universal 
language of the world—the stories and the truths of God’s 
word, without first calling on each other to say his or her 
special and particular catechism? This will come about, 
this must come about, if only composers will supply us 
with readings like Mr. Gurlitt’s “ The Flood.” 








CHRONOLOGICAL TABLES AND THEIR 
MATERIAL. 


By E, PAUER. 


CLAVECINISTES AND PIANISTS OF GERMANY, BOHEMIA, 
RUSSIA, POLAND, AND SCANDINAVIA. 


(Continued from page 248.) 


1822, HENKEL, HEINRICH, b. at Fulda. Pupil of Antoine 
André, Aloys Schmitt, and Julius Knorr (Leipzig). Com- 
poser of educational pieces and author of several interesting 
essays. Resides in Francfort-on-Main as one of the Directors 
of the Music School. 

1823. BLASSMANN, ADOLF JOSEPH Maria, b. at Dresden. 
Pupil of Charles Mayer and Liszt. Excellent Pianist, and 
Composer of elegant pieces. 

1824. RernecKe, CARL HEINRICH CHRISTIAN, b. at Altona. 
Pupil of his father. From 1846—1848 in Copenhagen ; 1851 
Professor of the Cologne Conservatoire ; 1854—1859 Director 
of the Musical Societies of Barmen ; 1859—1860 Director of 
the Choral Societies of Breslau ; since 1860 Capellmeister of 
the Leipzig ‘‘Gewandhavus” Concerts, and Professor of the 
Leipzig Conservatoire. Composer of four Concertos, a 
Quintet, a Quartet, six Trios, two Sonatas with Violoncello, 
four with Violin, a Sonata for four hands, several solo 
sonatas, and many shorter pieces. Of these Op. 7, 13, 21, 
28, 39, 52 (variations on a theme by Bach) are the best 
known. His Sonatinas and Miniature-Sonatas enjoy great 
popularity. As pianist Reinecke is most successful in 
rendering the classical school. 

1824. KIRCHNER, THEODOR, b. at Neukirchen, near Chem- 
nitz (Saxony). Pupil of the Leipzig Conservatoire ; until 
1862 organist at Winterthur (Switzerland) ; 1862—1872 Pro- 
fessor and Conductor of the Musical Orchestra of Wiirzburg ; 
resides at present in Leipzig. - His best known pianoforte 
works are Op. 2, Op. 7 (Album leaves, very celebrated), 
Op. 9 (Preludes); Op. 14, ‘‘ Phantasiestiicke”; Op. 18, 
‘*Legenden”; Op. 21, ‘*Aquarellen”; Op. 29, ‘* Aus 
meinem Skizzenbuche ” ; Op. 30, ‘‘ Studien und Stiicke” ; 
Op. 36, ‘‘Phantasiein 2am Klavier”; Op. 39, ‘‘ Dorfges- 
chichten”; Op. 45, ‘‘ Sechs Klavierstiicke”; Op. 52, 
**Ein neues Klavierbuch,” &c. &c. Kirchner’s pieces are 
mostly short, but highly interesting; his style is greatly 
influenced by Schumann. 

1824. KUHE, WILHELM, b. at Prague. Pupil of Tomaschek. 
Composer of a great number of light and elegant pieces, and 
of easy transcriptions and arrangements. 

1825. SCHULHOFF, JULIUS, b. at Prague. Pupil of Kisch, 
Tedesco, and Tomaschek (Composition). Composer of a 
Sonata, Op. 37; of Impromptus, Op. 8, Op. 14; of Idyls, 
Op. 23, 27, 36; Chants d’amitié (3), Op. 45; 12 Etudes, 
Op. 13; Valses, Op. 6, 20, 48 ; and of about 30 characteristic 
pieces, of which ‘‘ Serenade espagnole,” Op. 29, ‘‘ l’Ondine,” 
Op. 35, and ‘‘ Aubade,” Op. 42, have become well known. 

1826-1880. BERENS, HERMANN, b. at Hamburg, d. at 
Stockholm. Pupil of Reissiger (Dresden), Sechter (Vienna). 
From ‘£847 wntil his death he resided in Stockholm, as Pro- 
fessor of the Academy, Chapelmaster (Opera), and also 
Conductor of the Court-music. Composer of excellent 
‘Studies (18' books), ‘and of sévetal effective solo-pieces. 

‘1826. SPEIDEL,'“WILHELM, b. ‘at Ulm. Papil of ‘Ignaz 
Lachner (Composition), “Wanher (Piano), ‘both at Munich. 
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1854—1857 Musical Director at Ulm ; 1857, Director of the 
Choral Societies of Stuttgart ; 3 one of the founders of the 
Stuttgart Conservatoire ; since 1874 Principal of a Piano- 
forte-school for amateurs and artists, and Conductor of the 
** Popular” Concerts. Composer of a Trio, a Sonata with 
Violoncello, one with Violin, two (solo) Sonatas, and a 
good number of effective solo-pieces. 

1827. TAUSCH, JULIUS, b. at Dessau. Pupil of Schneider, 
and from 1844—1846 of the Leipzig Conservatoire. Suc- 
ceeded (1855) Schumann as Conductor of the Musical Society 
of Diisseldorf, where he still resides. Composer of a Duo 
for Piano and Violin, and of several smaller pieces. 

1828. BARGIEL, WALDEMAR, b. at Berlin. Pupil of Haupt- 
mann, Moscheles, Rietz, and Gade (Leipzig). Professor of 
the Cologne Conservatoire; since 1863 Director of the 
Musical Society of Amsterdam ; since 1874 Professor and 
member of the Senate of the Berliner ‘‘ Hochschule.” Com- 
poser of Suites, Trios, &c., and a good number of smaller 
solo pieces, Op. 4, Op. 8, Op. 3 Bargiel is the step- 
brother of Madame Schumann. 

1828—1862. SEELING, HANs, b. at Prague, d. there. Com- 
poser of very melodious, effective, and musician-like written 


pieces. (Lurline, 12 Etudes de Concert, &c.) 

1828. BRoNSART, Hans VON, b. at Kénigsberg. Pupil of 
Liszt. Composer of several ‘effective solo pieces. 

1830. Biitow, Hans Guipo von, b. at Dresden. Pupil of 


Eberwein and Wieck, Hauptmann (Counterpoint). Com- 
poser of various interesting solo pieces, and Editor of works 
by Emanuel Bach, Scarlatti, Beethoven, Cramer, &c. &c. 

1830. RUBINSTEIN, ANTON (VON), b. at Wechwotynez (Bess- 
arabia). Pupil of Villoing and Dehn (Berlin). Composer 
of a very great number of works, comprising every style. 
Among them are five Concertos, four Sonatas, Studies, Op. 
BE, 23) 24 81, 93; four _Barcaroles, Serenades, collective 
works like “Le Bal,” ‘‘ Album de danses populaires,” 
‘* Kamenoi Ostrov,” Soirées de St. Petersburgh, &c. &c. 

1831—1869. ASCHER, JOSEPH, b. at London, d. there. Pupil 
“of Moscheles. Composer of a considerable number of light 
pieces for the drawing-room. His best known piece is 
‘‘ Fanfare militaire.” 

1831—1885. Norman, Lupwic, b. at Stockholm, d. there. 
Pupil of the Leipzig Conservatoire. Composer of several 
well-written pieces, and author of an interesting collection of 
Swedish National Melodies. 

1831. LeSCHETIZKI, THEODOR, b. at Vienna. Pupil of his 
father. Composer of various brilliant and effective solo 
pieces. Excellent pianist. 

1832. EPSTEIN, JULIUS, b. at Agram (Hungary). Pupil of 
Anton Halm and Rufinatscha. Since 1867 Professor of the 
Vienna Conservatoire. Editor of several classical pieces. 

1831. JADASSOHN, SALOMON, b. at Breslau. Pupil of the 
Leipzig Conservatoire and of Hauptmann (Composition). 
Composer of three trios, preludes and fugues, serenade, &c. &c. 

1832—1882. JAELL, ALFRED, b. at Trieste, d. at Paris. Pupil 
of his father. Composer of numerous elegant and brilliant 
pieces for the drawing-room. 

1833. BRAHMS, JOUANNES, b. at Hamburg. Pupil of Ed. 
Marxsen. Composer of two Concertos, three Sonatas, a 
Quintet, three Quartets, three Trios, several Sonatas for 
Violin and Violoncello, Rhapsodies, Variations, Ballades, 
Waltzes, &c. &e. 

1833. BRAMBACH, CARL JOsEPH, b. at Bonn. Pupil of 
Hiller and Reinecke. Composer of a good number of solo 
pieces (Sonatas, &c., published by Schott & Co.). 

1833-—1874. BENDEL, FRANZ, b. at Schinlinde, near Rum- 
burg, d. at Berlin. Pupil of Proksch (Prague) and Liszt 
(Weimar). Composer of good Studies, elegant and pleasing 
concert and drawing-room pieces (Am Genfer See, &c.). 

1833. Door, ANTON, b. at Vienna. Pupil of Czerny (Piano) 
and Sechter (Composition). Not so well known as a com- 
poser as as an excellent performer of liberal tendencies. 

1833. MERTKE, EDUARD, b. at Riga; since 1869 Professor | 
of the Cologne Conservatoire. Composer of effective piano | 
pieces, and author of an excellent book of technical in- 
struction. 


of the Leipzig Conservatoire ard of Liszt. 
various effective piano pieces. 

1835. SCHOLZ, BERNHARD (Dr.), b. at Mayence. 
Dehn (Berlin) and FE. Pauer (Piano). 
music and solo pieces. 

1835—1881. RUBINSTEIN, NICOLAUS (VON), b. at Moscow, 
d. at Paris, Pupil of Kullak and Dehn (Berlin). Composer 
of original and highly effective pieces. 

1836. BRrSLAUR, EMIL, b. at Kottbus ; at first clergyman of 
the, Jewish congregation of his native town ; ; 1863, he de- 
voted himself entirely to music. Well known as a successful 
author of different works on technique, &c. Xe. 

1836. BAUMFELDER, FrIEDR. AuGuUsrT WILHELM, b. at 
Dresden. Pupil of the organist Schneider, and of the 
Leipzig Conservatoire. Composer of many pleasing, light, 
and easy instructive works. 

1837. BURGEL, CONSTANTIN, b. at Liebau, Silesia. 
Brosig and Kiel. Composer of interesting short pieces. 

1837. WIENIAWSKI, JOSEPH, b. at Lublin. Pupil of Zim- 
mermann, Alkan, Marmontel and Le Couppey (Paris). 
Composer of interesting solo pieces; also of Trios and Duos. 
Excellent performer. 

1838. Bruch, MAX, b. at Cologne. Pupil of Breidenstein, 
Hiller, Reinecke. and Ferd. Breunung. —— of several 
important pieces (Sonatas, Fantasias, {c.) 

1838. ASANTSCHEWSKI, MICHAEL VON, b. ‘at Moscow, 
of Hauptmann and Richter, 
Solos. 

1840. TsCHAIKOWSKY, PeTrer ILyirscn, b. 
(Gouvernement Perm, Russia). 
Conservatoire. Among his pianoforte pieces are a Concerte, 
Op. 23; a Sonata, Op. 38; Solo pieces, Op. 1, 2, 4. 5. 7; 
8, 9, 10, 19, 39, 40; Variations for Piano and Violoncello ; 
&e. &e. 


Composer of 


Pupil of 
Composer of chamber 


Pupil of 


Pupil 


Composer of various Piano 


at Wotkinsk 
Pupil of the Petersburgh 


1840. RuporFr, Ernst Fz. K., b. at Berlin. Pupil of Bargiel, 
Moscheles, -Plaidy, and Rietz (Composition) ; also, later, 


pupil of Hauptmann and Reinecke. 


Composer of various 
pieces (a 


Duo for two Pianos, Op. 1. deserves greatly to be 

known). His pianoforte pieces are Op. 4, 10, 14, 27. 

"1840—1876. GorTz, LIERMANN, b. at Konigsberg, d. at Hot- 
tingen (Switzerland). Pupil of L. Kéhier, Stern, Liilow, 
and Ulrich. Composer of a Concerto, Trio, Sonatas, and 
Sonatinas, &c. &c. 

1840—1884. Brassin, Louis, b. at Aix-la-Chapelle, d. at 
St. Petersburgh. Pupil of Moscheles; later, Professor of 
Stern’s Berlin Conservatoire, of the Brussels Conservatoire, 
and, lastly, of the Conservatoire of St. Petersburgh. Com- 


poser of effective pieces; his ‘* Ktudes” are exceedingly 
useful. 
1840. SeEIss, Istpor WILNELM, b. at Dresden. Pupil of 


Friedrich Wieck and Julius Otto (Composition) ; later of 
Hauptmann (Leipzig). Composer of Sonatinas, Op. 8; 
Bravour-studien, Op. 10; Toccata, Op. 11; Preludes, Op. 
12, &c. &c. His transcriptions of Keethoven’s Contredanses 
and Danses allemandes are very effective. 

1840. SVENSDEN, JOHANN SEVERIN, b. at Christiania (Nor- 
way). Pupil of Hauptmann, Richter, and Reinecke. Com- 
poser of a few Piano pieces. Better known as composer for 
the full orchestra. 

1841—1871. ‘Tausic, CARL, b. at Warsaw, d. at Leipzig. 
Pupil of his father, Aloys Tausig, later of Liszt. Composer 
of the “ Soirées de Vienne,” ‘* Etudes,” ‘‘ Gipsy Rhapsody,” 
and author of unrivalled technical Studies. 

1842. BussMEYER, Huco, b. at Braunschweig (Brunswick). 
Pupil of Methfessel and Litolff. Excellent performer, 

1842, HormMann, Hernricu (CARL JOHANN), b. at Berlin. 
Pupil of Kullak’s Conservatoire (Grell, Dehn, Wuerst). 
Composer of very effective Duets for four hands: “ Italien- 
sche Liebesnovelle,” ‘‘ Liebesfriihling,” ‘‘ Trompeter von 
siackingen,” ‘‘Steppenbilder,” also of Trios, (Quartets, 
&e. 

1843. GRIEG, EpvARD HaGErRupP, b. at Bergen (Norway), 
Pupil of Moscheles, Hauptmann, Richter, Reinecke, and 
Wenzel; later of Gade. Composer of a Concerto, two 
Sonatas with Violin, a Solo Sonata, and of numerous (very 





1834. WINTERBERGER, ALEXANDER, b. at Weimar. Pupil 





popular) solo pieces. 
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OUR MUSIC PAGES. 


For “Our Music Pages” we have this month selected 
“ They tell me thou’rt the Favoured Guest” (by Balfe) 
and “Yes! let me like a Soldier Fall!” (by Wallace). 
They are by such well-known composers that further com- 
ment is uncalled for. We will only mention that they 
form part of Book IV. of Mr. Barrett’s Collection, which 
now numbers eighty-four Standard English Songs. 








Correspondence. 


a 
To the Editor of the MONTHLY MUSICAL RECORD, 


DEAR S1R,—In your article headed “ Russian Music,” 
in this month’s MUSICAL RECORD, your contributor 
“J.S.S.,” in speaking of Peter Tschaikowsky, says : “but 
with the exception of some songs and short pieces for the 
pianoforte, he is little known here.” 

Will you kindly permit me to say, o¢ by way of cor- 
rection but by way of addition, that the “ Philharmonic 
Society,” which has of late extended invitations to so many 
of the living foreign composers, last season invited M. 
Tschaikowsky to come to England; that he did so, and 
conducted at a Philharmonic Concert (22nd March) his 
‘‘ Serenade ” for stringed orchestra, and “ Temacon varia- 
zioni,” from Third Orchestral Suite, both for the first time 
in England.* So favourable was the impression produced 
by these works, that the present Board of Directors have 
invited M. Tschaikowsky to come to England a second 
time, and, I am happy to say he will appear at the Phil- 
harmonic Society’s Concert on the 11th April next, to 
conduct a new Symphony (his fifth) never previously per- 
formed in England, and his Pianoforte Concerto. 

It has been and is a source of great pleasure to the 
Directors of the Philharmonic Society to feel that they 
have within the past five years been the means of intro- 
ducing to England Messrs. Moszkowski, Dvorak, Grieg, 
Svendsen, Widor, and last but not least Tschaikowsky. 

I have the honour to remain, dear sir, 
Yours very obediently, 
FRANCESCO BERGER, 
Hon. Sec. of the Philharmonic Society, 


6, York Street, 
Portman Square, 
November 12, 1888. 








Foreign Correspondence, 


—~e 


MUSIC IN LEIPZIG. 
(FROM OUR SPECIAL CORRESPONDENT.) 


December, 1888. 
WE have two Pianoforte Recitals to record this month, 
both given at the Saal Bliithner. The first was that of 
Frau Burmeister-Petersen, who hails from Baltimore, 
U.S.A. Despite her high credentials as a pupil of Liszt, 
this lady had but a cold reception, her audience scarcely 
applauding at all ; and the critics unanimously pronounced 
her playing, barring a certain bravura of technique, en- 
tirely devoid of every artistic quality. With much regret 
we are compelled to endorse this opinion. Frau Bur- 
meister-Petersen possesses a good memory, and her 
octave-playing is especially brilliant and versatile, but 
we listen in vain for poetry in her performance. She 





* These performances were duly mentioned in our columns in May, 
page 112,—E., M.M.R. 





played first of all, a Concerto of her husband’s ; accom- 
panied, in the absence of an orchestra, by Dr. Reinecke 
on a second pianoforte. This work, even if it finds a 
publisher, is not likely to take high rank among con- 
certos. Its conception and form are too vague. To be 
just, however, we must add that the work contains some 
passages of excellent effect. 

Eight days later came the recital of Herr Max van de 
Sandt, a young Dutchman, who introduced himself with 
the two Sonatas Op. 111 and Op. 109 of Beethoven. 
Excellent as this choice is in itself, we could wish that 
young pianists would sometimes select Sonatas from the 
master’s “ Middle Period.” A few years back, the last 
Sonatas of Beethoven were very seldom heard, and now 
we are almost in danger of a monotony of them. Thus 
does fashion in the search after novelty rush from one 
extreme to the other. For instance, last season, we 
heard the Sonata in C minor Op. 111 five times, and now 
at the commencement of a new season it is already in the 
programme. Besides the Sonatas, Herr van de Sandt 
played works by Brahms, Chopin, Henselt, and Liszt. 
Fraulein Clara Polscher, who was the vocalist on this 
occasion, sang Lieder by Tschaikowsky, H. Sommer, A. 
Fuchs, Liszt, Bizet, and Reinecke. A wide range, surely ! 

Instead of Sommer’s Lieder we should have preferred 
to hear songs by Mendelssohn, Schumann, or Schubert. 
Why are these composers so often neglected by singers 
now-a-days? Some of the least known and least pleasing 
songs of Schubert are indeed occasionally inserted in a 
programme, but many of his grandest creations are totally 
ignored. The goodly treasure of Mendelssohn’s songs is 
quite as much neglected, perhaps because their author is 
just now out of fashion. Ere long he will, without doubt, 
be reinstated in popular favour, and his works will 
certainly outlive the hundreds of ephemeral compositions 
by living writers, which are now so much in vogue. With 
the singing of the young lady we have no fault to find. 

The third Gewandhaus Concert took place on the 18th 
of October. The orchestral items included the Concert 
Overture in A, by Julius Rietz, and Brahms’ third Sym- 
phony. The former work, now well-known to every 
concert-goer, was heard again with p'easure: it’ was 
moreover excellently played. We could wish the com- 
poser had avoided some too palpable reminiscences of 
his friend and master, Mendelssohn. In the Brahms’ 
Symphony, of which an excellent performance was given, 
the poverty of ideas in the two middle movements was 
again noticed. Happily, the first and last movements 
contain many fine, or at least remarkable thoughts, 
which more than justified the repetition of the work for 
the third time at these concerts. Frau Rosa Papier, of 
Vienna, sang the air, “ E Susanna non vien,” from Figaro, 
and Lieder by Beethoven, Schubert, Mozart, and Brahms. 
Frau Papier’s voice has lost somewhat of its beauty and 
brilliancy, and affectation sadly mars her style. This, 
with occasional false intonation, quite spoiled the air of 
Mozart. In the Lieder, of which the one by Beethoven, 
“Tch liebe dich ”—is unworthy of the master, she sang 
far better, giving’ a truly grand rendition of the 
“Sapphische Ode,” by Brahms. In response to the 
applause, Frau Papier gave Schubert’s “ Kreuzzug,” a 
song of no great worth, which she has sung, we are sure, 
every time she has appeared at the Gewandhaus. Fraulein 
Klothilde Kleeberg made her first appearance at the 
Gewandhaus with marked success, which was thoroughly 
deserved. The young artiste distinguished herself by a 
really musical and unvarnished style of performance, 
such as one seldom hears. Her playing reminds one of 
Madame Schumann’s, but would be improved by a little 
more brilliancy of tone, and warmth of expression. She 
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played the beautiful but seldom-heard Ceoncerto in D 
minor, of Mendelssohn, the finale of which is very finely 
wrought ; and the Chaconne in G, by Handel, which the 
young artist gave with such charm as to be accorded an 
encore, to which she responded with Chopin’s Etude in A 
flat, from Op. 25. At the fourth “Gewandhaus” Cheru- 
bini’s ever-fresh Overture to the Wassertriger and 
Schumann’s so-called Rhenish Symphony were heard 
again. The first movement only of the latter can be 
considered first-rate. The performance of both works 
was beyond criticism. Our popular ’cello player, Herr 
Alwin Schréder, was the instrumental soloist of the 
evening. His selection of a Concerto, by Willem Kes, 
was very unfortunate. The work is a dead failure through- 
out, and no soloist could make much of it. In his 
subsequent solos by Schumann, Popper, and Cossmann, 
Herr Schréder was much happier. Friiulein Wally 
Schauseil, of Diisseldorf, introduced two broadly-con- 
ceived songs for soprano solo and female chorus (with 
orchestra), by Ernst Rudorff. These excited much 
interest. Lieder by Campana, Mendelssohn, Reinecke, and 
Taubert, were also contributed by Fraulein Schauseil. 
Grieg’s Suite from Peer Gynt was performed in the 
Gewandhaus for the first time at the fifth concert. This 
music, with its delightful a/ fresco colouring, is admirably 
suited to the theatre, but we cannot approve its introduc- 
tion into the concert-room. The taste of audiences will, 
in the end, be deteriorated if they often hear such music, 
and they will be always longing for such refined bagatelles, 
instead of for great and serious music. The colouring of 
the first movement, “‘ Morgenstimmung,” is excellent, but 
is somewhat poor in invention. This poverty of idea is 
still more marked in the second movement, “ Ase’s Tod,” 
which consists of four measured periods, loosely strung 
together, and containing many trite harmonies. A charm- 


ing movement is the third, “ Anika’s Tanz,” for strings 


and triangle. Of the last movement we prefer to say 
nothing. Fraulein Marie Soldat played the Violin Con- 
certo of Brahms with the greatest éc/a¢. In this work, as 
is generally known, the composer has given the soloist a 
somewhat difficult and unthankful task. Miss Soldat 
gave far more pleasure, and gained far more applause, 
with the grateful adagio and rondo from Vieuxtemps’ 
first Concerto. Other noteworthy performances at this 
concert were the Entr’ Acte and Ballet-music from Cheru- 
bini’s 4/i Bada, a charming orchestral work which de- 
serves to be better known ; and Haydn’s clear and sunny 
Symphony in D (No. 2 of Breitkopf and Hirtel’s edition), 
which excited general enthusiasm. At this, as at the 
sixth concert, there was only one soloist, an arrangement 
we consider more artistic than having two soloists, as the 
programme can be arranged with more unity, and it 
leaves the audience fresher for the chief matter—the or- 
chestral numbers. What an enjoyable programme was 
presented at the sixth concert! Schumann's Overture to 
Manfred; the scena of Agamemnon from Gluck’s /p/i- 
genia in Aulis, sung by Herr Scheidemantel ; Reinecke’s 
‘Trauermusik from Zenodia (for string orchestra) ; Lieder 
by Schumann, Jensen, and Schubert, sung by Herr 
Scheidemantel, and Beethoven’s Lrotca Symphony. A 
lucky star hovered about the programme on this occasion, 
and favoured all the performances. We have seldom 
heard the two master-works which began and ended the 
concert played with greater effect. Reinecke’s new 
Trauermusik, which was performed for the first time, was 
warmly received, notwithstanding its seriousness. If its 
reception here is any criterion, this work will soon make 
the tour of German concert-rooms. Herr Scheidemantel, 
who is certainly one of our best baritones, made an un- 
equivocal success. On the eve of Mendelssohn’s death- 





day, the first soirée of Chamber-music was given by Herren 
Petri, von Dameck, Unkenstein, and Schréder, with the 
assistance of Professor Dr. Reinecke. The latter (perhaps 
as an act of piety) played the pianoforte part in Mendels- 
sohn’s Quartet in B minor, written at the youthful age of 
sixteen, and dedicated to Goethe. After the performance 
the players were recalled again and again. The two 
string quartets, Mozart in G, and Beethoven in E flat, 
were rapturously received, as the highly artistic interpre- 
tation of such virtuosi deserved. 

We have only one other concert to mention, that given 
by the City of Leipzig, in honour of the visit of the Emperor 
of Germany and the King of Saxony. The concert was 
private, and by invitation only, but there was a large 
audience. It took place in the Gewandhaus, under the 
guidance of Reinecke. The programme consisted of the 
following works :—Overture to Luryanthe (Weber), 
Scherzo from A Midsummer Nights Dream (Mendels- 
sohn), and Schumann’s “ Overture, Scherzo, and Finale.” 
All received ample justice at the hands of our orchestra. 
The vocalists, Frau Emma Baumann and Herr Perron, 
from the Leipzig Theatre, sang pieces by Haydn, Wagner, 
and Reinecke. 


MUSIC IN VIENNA. 
November, 1888. 


OuR musical season is now in full swing. At the 
Imperial Opera the Premicre of Weber's, or rather 
Weber-Mahler’s, comic work Dvze drei Pintos is an- 
nounced, but too late for notice in this letter. Meanwhile 
the new ballet Die Puppenfee, originally brought out with 
great splendour by our aristocracy at the Palais Lichten- 
stein for a charity, in which a set of male and female 
puppets is called into life by the puppet-fairy (Puppenfee), 
fitted with graceful music by J. Bayer, draws large 
houses, Fraulein Allesch, flaxen-haired, with staring blue 
eyes and a jerky gait, calling “papa” and “mamma” 
in doll-like fashion, causing in particular considerable 
merriment. 

From gay to grave: the young Dutch tenor Ernest 
van Dyck, of Bayreuth celebrity, made a successful 
début as Lohengrin, although the eulogies of a certain 
clique were not fully realised. His Lohengrin is more an 
elegant and captivating lover with a fine presence, fiery 
black eyes and glistening white teeth, gifted with a 
sympathetic but only moderately powerful voice, than 
the ideal knight of the Gral; his pronunciation of the 
difficult German text is laboured and artificial, and his 
phrasing is too French in style. By the way, how in 
this respect the young singer’s Lohengrin could, ac- 
cording to one of your “ dailies,” be “ more in conformity 
with the composer’s original conception, because it was 
outside the routine of the German stage,” considering 
that Wagner, according to his own words, wrote essen- 
tially for the German stage, passes comprehension. 

Frau Materna and Herr Reichmann were first-rate as 
Ortrude and Telramund respectively, and Fraulein Lola 
Beeth was a satisfactory Elsa. This young lady was not 
so successful in the intensely dramatic and enormously 
exacting part of Rebecca in Marschner’s Zempler und 
Jiidin as in several more lyric parts, in which her clear 
and mellow soprano and winning appearance find their 
full scope. 

Fraulein Renard fully confirmed her initial success in 
other ré/es. 

That favourite entertainment of the present day—the 
operette—received some further pleasing additions, the 
ever-green Suppé’s latest work, Die Jagd nach dem Gliick, 
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having been brought out with decided success at the | Op. 40 (Peters’ edition) ; A. C. Mackenzie’s overture to 


Carl Theater ; and the same may be said of Adolf Miiller 
junior’s Der Liebeshof, with our famous comedian Girardi 
in the cast. It seems strange that your zpresarj do not 
push as far as Vienna in search of attractive novelties of 
this class of music. 

Your Arthur Sullivan’s Mikado was taken to Briinn by 
the enterprising director, Franz Jauner, with his entire 
company of the Theater an der Wien, with the same 
striking success which attended this charming work on 
every occasion. 

The Centenary Jubilee of the opening of the Joseph- 
stadt Theater on 24th October, 1788, for which occasion 
Beethoven wrote his great overture “Zur Weihe des 
Hauses,” was celebrated with great ¢c/at, in the presence 
of the Emperor Francis Joseph and Crown Prince 
Rudolph, with the performance of a historic Quodlibet 
by F. Radler and C. Lindau entitled “ Hundert Jahre,” 
introducing scenes from the principal plays and operas 
which had made their mark on that time-honoured stage ; 
a young baritone, Herr Thiele, making a very successful 
début in a scene from C. Kreutzer’s Machtlager von 
Granada. At the termination of the entertainment the 
Emperor said to the lessee and celebrated comedian, 
quite familiarly, “Do you know, Blasel, that since my 
boyhood I have not been to your theatre?” and to the 
stage-manager, Herr Ranzenhofer, he said, “ It was very 
beautiful. We have enjoyed ourselves very much. I 
congratulate you.” By the way, Herr Jungwirth has 
been a prominent performer at this theatre since 1856. 

A propos of Jubilees, the hundredth anniversary of the 
birth of the great theorist Simon Sechter, born 11th October, 
1788, at Friedberg in Bohemia, died 1867 at Vienna, the 
teacher of Vieuxtemps, Thalberg, and indeed of almost 
every musician of note who studied at Vienna at that 
time, has likewise been duly remembered. 

Of the opening of the new Imperial Playhouse (“ Burg- 
theater”), pronounced by the Emperor of Germany a 
model theatre in every sense, in which the strains of some 
of the great musical heroes—Beethoven’s Hgimont, Schu- 
mann’s Manfred, Mendelssohn’s Midsummer Night's 
Dream, Weber’s Preciosa music, &c.—will no doubt be 
heard, you had full accounts through the daily press. 
‘As a school of histrionic art, this theatre may be said to 
rank even above the Comédie Francaise, owing to its 
incomparably wider véfer¢oire, including the most note- 
worthy dramatic creations of every nationality and of all 
time, from Sophocles to Bauernfeld and Alexandre 
Dumas Fils. The directors of the most prominent 
German Court-theatres—at Berlin, Dresden, &c.—who had 
assisted at that inaugural performance, called @ 77zm- 
proviste at our Conservatorium to take note of the 
working of this great institute, and a wholesale ex- 
portation of native talent, both musical and dramatic, 
will be the result. The Juvenile Orchestra played the 
Freyschiitz overture and the first movement of Mozart’s 
“Jupiter” Symphony with remarkable é/am, under the daton 
of the director and professor Joseph Hellmesberger, 
senior. Indeed, incipient artists would do well, especially 
in view of the notorious décadence of vocal art in Italy, 
to direct their attention to this city, where the genuinely- 
gifted pupils of such teachers as Frauen Mayer-Dust- 
mann, Hermine Granichstidten, Herren Rokitansky, Dr. 
Ginsbacher, &c., seem to find frequent and lucrative 
operatic engagements in Austria and Germany. 

The Philharmonic programmes include, amongst nu- 
merous standard works, the following novelties :—Brahms’ 
Double Concerto for violin and violoncello with orchestra, 
heard in London last summer; Grieg’s Suite, “ Aus 
Holberg’s Zeit,” known to pianists as Pianoforte Solo, 





As You Like [t; a Haydn Symphony in D ; and Schubert’s 
overture ‘‘Des Teufels Lustschloss”—all first time at 
these concerts. Another rather ancient novelty is an- 
nounced by the Musikfreunde, Hiandel’s oratorio 7heo- 
dora, never yet given in Vienna, and, for that matter, I 
believe very rarely by your own Hiindel worshippers, only 
the air “Angels ever bright” being familiar in your 
concert-rooms. About the performance of this work, in 
which the dramatic style is introduced with greater force 
than in any other of the great Saxon’s oratorios, and 
which will be directed by Hans Richter, with Frauen 
Materna and Papier and Herren Winkelmann and Weig- 
lein as soloists, I hope to speak in my next. Of first-class 
chamber-music, there is no lack, since, in addition to the 
famous Hellmesberger and Rosé quartet evenings (which 
last-named include the names of Leschetizky, Paderewski, 
and Xaver Scharwenka as pianists), a cycle of six concerts 
is announced by the Kreuzinger Quartet. 

Musical minds are already exercised by the forthcoming 
fourth great German “Siingerbund” Festival, successively 
held at Dresden, Munich, and Hamburg, and to take 
place here during the first week in August next. The 
Festival Committee includes the Burgomaster Herr 
Eduard Uhl, Count Christian Kinsky, and the musical 
patron, N. Dumba; and the Town Council has voted a 
sum of six thousand florins for the erection of a Festal 
Halltoaccommodate fifteen thousand vocalists, and towards 
the expenses of a hearty welcome. The same authorities 
have also voted the funds for the transfer of Gluck’s 
remains to the Central Friedhof. The same monument, 
an obelisk reposing upon a rock, which now stands on the 
composer’s grave at Matzleinsdorf, will adorn his final 
resting-place. 

Dr. August Schmidt, founder of our famous Mianner- 
gesangverein, pays in the Neue Freie Presse a.tribute to 
the memory of John Ella as an earnest promoter of 
musical art and originator of the “ Musical Union” for 
the popularisation of high-class chamber-music in London. 
John Ella frequently visited Vienna, like most musical 
centres, for the purpose of forming a personal connection 
with the prominent musical institutions and musicians of 
the day. John Ella was also the London correspondent 
of Dr. A. Schmidt’s Wiener Allgemeine Musikzettung, 
founded about 1847, manifesting considerable ability, in- 
dependence, and fearlessness of opinion, in that capacity. 

Herr Osterlein has made important additions to his 
Richard Wagner Museum, including sixty-five unpub- 
lished letters of the master, several MSS. of King Lud- 
wig II. of Bavaria, from the latest period of his melan- 
choly existence (one of them containing some confused 
orders to his domestics in an almost illegible hand) ; 
copies of the eighty-nine letters written by Wagner (1849— 
1853) from Zurich to his friend Theodor Uhlig, and 
which belong to the most interesting letters left by the 
composer. The copies were made by Uhlig’s daughter, 
now living at Dresden, and the originals were bought by 
Frau Cosima Wagner about two years ago for 5,000 mark 
(£250). Many excisions will become necessary, should 
these letters be published. Some new portraits, medal- 
lions, pamphlets, newspapers, the likenesses taken of all 
the principal artists at the last Bayreuth Festival, &c., 
are likewise included in the new collection. The museum,, 
which represents the various phases of the composer’s 
life, from his early days of privation and strife to the 
zenith of his fame, is attracting numerous visitors, also 
English and American. 

In reference to the recent celebration of Frau Clara 
Schumann’s first public appearance sixty fyears ago, 
held at Frankfort-on-Main, it may be stated that 
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the then youthful pianist-prodigy was on the occasion 
of her first public performance of Beethoven’s Sonata 
appassionata, Op. 57, in that year greeted with an exqui- 


site poem, entitled “Klara Wieck und Beethoven,” by | 


the great Austrian poet Grillparzer, to the effect that the 
composer, weary with fatigue and disappointment, threw 
the key to his music into the sea and died. The key 
was espied and snatched from the foaming surf by a 
playful little maiden. “ The key fitted.” The art-world 
knows the rest. 


MAX PAUER IN GERMANY. 


Max PAvER’s cyclus of four historical ‘“ Clavier-Abende” 
(Piano evenings), to be held during the course of this 
winter in the “ Isabellen Saal ” of the ancient “ Giirzenich ” 
of Cologne, began on the 8th November. The interest 
evinced by the public seems to be great, for the room was 
completely filled and the performance followed with the 
closest and most earnest attention. As the programmes 
of the four concerts are most comprehensive, and testify 
a rare knowledge of the literature of old and modern 
clavecin and piano music, they may serve the student as 
a kind of guide, and for this reason we give them 27 Zofo. 
First Evening :— 
Couperin (1668-1733), @, La Ténébreuse; 4, Le 
bavolet flottant. 
Rameau (1683-1764), @, Two Minuets; 4, Deux 
Gigues en Rondeaux. 
Handel (1685-1759), Suite in D minor. 
Haydn (1732-1809), Fantasia in C. 
Mozart (1756~1791), Adagio in B minor. 
Hummel (1778-1837), Sonata in F sharp minor, 
ki Os 
Schubert (1797-1828), Impromptu, Op. 142, No. I. 
Weber (1786-1826), Sonata, Op. 24. . 
Second Evening :— 
Bach, Sebastian (1685-1750), Fantasia chromatica 
and Fugue. 
Bach, Wilhelm Friedemann 
Polonaises. 
Bach, Carl Phil. Emanuel (1714-1788), Allegretto 
and Allegro. 
Miller, August Eberhard (1767-1817), Caprice in 
G flat. 
Beethoven, L. van (1770-1827), Grand Sonata, Op. 106. 
Schumann, R. (1810-1856), Etudes symphoniques, 
Op. 13. 
Third Evening :— 
Scarlatti, Dom. (1683-1760), Two Sonatas. 
Paradies, Dom. (1712-1795), Sonata in A. 
Clementi, Muzio (1752-1832), Toccata in B flat. 
Beethoven, L. van (1770-1827), Sonata, Op. 54. 
Field, John (1782-1837), a, Nocturne in A; 4, ** Mid- 
night ” Rondo. 
Klengel, A. A. (1784-1852), Fugue on Mozart’s 
“La ci darem.” 
Mendelssohn, F. (1809-1847), Adagio cantabile and 
Presto agitato. 
Chopin, F. (1809-1849), Barcarolle, Op. 60. 
Hiller, F. (1811-1885), Sarabande and Gavotte, Op. 


(1710-1784), Two 


II5. 
Thalberg, S.(1812-1871), “ Don Juan” Fantasia, Op. 
42. 
Fourth Evening :—- 
Brahms, J. (1833), Two Rhapsodies, Op. 79. 
Henselt, A. (1814), Etude, “ Eroica,” Op. 5. 
Chopin, F. (1809-1849), Allegro de Concert, Op. 46. 





Raff, J. (1822-1882), Giga con variazioni, Op. 92. 
Rubinstein, A. (1830), Polonaise (“ Le Bal”), Op. 14. 
Jensen, A. (1837-1879), Idyl, “ Dryade,” Op. 43. 
Schiitt, E. (?), a, “Lose Blatter,” 1, 2, Op. 13; 
4, Arabesque, Op. 20. 
Nicodé, J. L. (1853), Variations and Fugue, Op. 18. 
Scharwenka, X. (1850), Prélude and Etude, Op. 27. 
Moszkowski, M. (1854), a, “ Réverie;” 4, “ Ex- 
pansion,” Op. 36. 
Liszt, F. (1811-1886), a, “Valse Impromptu;” 4, 
“Harmonies du Soir;” c, Rhapsodie hongroise, 
No. 12. 
We give some of the reports about the first evening :— 
Neue Rheinische Musikzeitung, Nov. 10, 1888,—“ First 
Historical Clavier-Abend of Max Pauer. Anton Rubin- 
stein’s laurels on the field of historical performances did 
not allow any rest to Max Pauer, who offered in his first 
concert a most interesting programme, from 1668 to 1837, 
comprising Couperin, Rameau, Hiindel, &c. (see. pro- 
gramme). These are all renowned names, and the 
selection of the excellent pianist commanded our atten- 
tion in the highest degree. We must concede to Max 
Pauer that he is able to cope with the great task he set 
to himself. His perfect ¢echnigue, powerful harmony, 
beautiful touch, and unrivalled certainty, are qualities 
which must gain splendid triumphs. And such triumphs he 
gained. To us the young artist appeared most perfect in 
Hummel’s Sonata, a most difficult work, of which par- 
ticularly the Largo was a masterly performance. We do 
not doubt that our intelligent public awaits the succeeding 
performances with the greatest interest.” ; 
Kolner Nachrichten, Nov. 9, 1888.—* As announced 
by the papers, Max Pauer, our excellent pianist and 
Professor of the Conservatoire, intends to give in the 
course of this winter four historical performances of 
clavecin and pianoforte music. This course was opened 
last night, and, assisted by a large and most attentive 
audience, Pauer played first pieces by Couperin, Rameau, 
and a Suite by Handel ; these composers represent the 
time of the second half of the seventeenth century until 
the second half of the eighteenth century. The end of 
the eighteenth century was represented by a Fantasia of 
Haydn and an Adagio by Mozart. Hummel’s Sonata in 
F sharp minor, Op. 81; Schubert’s Impromptu, Op. 142, 
No. 1; and Weber's Sonata, Op. 24, reached the first 
three decades of the nineteenth century. It is not our 
intention to speak in detail about the first evening, for this 
is the less required as the second and third evenings 
begin with the same period, and will consequently offer 
many points of comparison and assist in gaining a clear 
judgment of the music of different centuries. We only 
here seize the opportunity to recommend most strongly 
Max Pauer’s enterprise; for, with regard to technical 
perfection, refinement, and clearness, his performances 
leave nothing to desire. It is with genuine pleasure that 
we listen to the young artist—may the compositions be 
sympathetic or not to our taste. This opinion will be 
endorsed by all who were present, for every number of 
the rich programme was rewarded by a hearty ‘ Bravo !’ 
Presented in such a light, everything appears beautiful.” 
Kélner Anszeiger, Nov. 9, 1888.—“ Max Pauer began 
last evening the course of his four historical performances. 
The undertaking finds its right in itself. Teachers and 
pupils, covnotsseurs of musical history and literature, as 
well as so-called ‘amateurs,’ find in such illustrations an 
unusual amount of emulation, interest, and instruction. 
Besides, Max Pauer is a fit person to recognise and 
represent the characteristics of the different composers. 
He learnt it—and that thoroughly—in the school of his 
father, Ernst Pauer, who already, twenty-five years ago, 
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gave similar concerts in London. Last evening’s per- 
formance afforded ample proofs of Max Pauer’s ability, 
and therefore we strongly recommend his cyclus to 
every one for whom music is more than mere amuse- 
ment and diversion. Couperin opened the programme 
5% We must not omit to speak of Haydn’s Fantasia 
in C, which C. F. Pohl rightly calls a ‘ Carnival’s jest.’ 
In this piece it is difficult to say what is most to be 
admired—the artistic working of the theme or the almost 
eccentric playfulness of humour and wit. Of Hummel’s 
Sonata, Op. 81, Hiller, in his “ Reminiscences,” relates 
that, on account of its extreme difficulty, this Sonata 
created a great sensation among the Viennese pianists, 
who rivalled in practising and learning it, in order to be 
the first to perform it in public. The victory with this 
dangerous piece was gained by Moscheles. Could Hiller 
have heard Pauer’s performance, he certainly would have 
accorded him a sincere ‘Bravo!’ We close with the 
wish that many more of such performances may follow 
the present cyclus, opened in so splendid and successful 
amanner. The loud and genuine—but most deserved— 
acclamations of the numerous audience may have con- 
vinced the excellent artist that an intelligent public knows 
to appreciate such concerts,” 








Rebiews. 


—»—— 


Scherzo pour Piano. Op. tga. Par JEAN L. NICODE. 
London: Augener & Co. 
IN Nicodé we have not merely a musician who com- 
poses, but one who isa composer. As this language may 
- appear enigmatical to the reader, we will explain our 
meaning. In other words, then, Nicodé has really mas- 
tered the craft of his art, and at the same time possesses 
an estimable amount of creative power. To come from 
generals to particulars, we are able to point out in this 
Scherzo, besides excellent workmanship, spirit, vigour, 
delicacy, and all-pervading healthfulness. If you ask 
for an instance of delicacy, there are the Ztwas ruhiger 
(somewhat more tranquil) and a number of quaver figures. 
If you ask for an instance of spirit and vigour, you have 
all the rest of the piece to choose from. Nicodé is one of 
the few composers who compose less than one could wish. 


Miniatures. Huit Piéces pour Piano, Op. 71. Par EDGAR 
DEL VALLE DE Paz. (Edition No. 6,119; net, Is.) 
London: Augener & Co. 

SIGNOR DEL VALLE DE PAZ is a most prolific composer. 

Last month we reviewed four Idylles of his, now we have 

before us eight Miniatures. But if we speak of him as 

prolific, we by no means do so in a complaining spirit. 

On the contrary, we heartily welcome the new opfus—- 

the Prélude, Arietta, Valse, Eglogue, Mazurka, Mélodie, 

Scherzo-Menuet, and Fin. We were especially impressed 

by the now fiery, now graceful, now sportive Mazurka, by 

the Arietta, full of simple, heartfelt feeling, and by the 
sweetly-flowing Mélodie. And so we could go on saying 
more or less flattering words of each and all of them. 


Album for the Young. Forty short Pieces for the Piano- 
forte. By ERNsT PAUER. London: Forsyth 
Brothers. 

THESE short pieces of Mr. Pauer’s are, without exception, 

pretty and well-written compositions, and not a few of 





them are real gems. Like Schumann’s “ Album for the 
Young,” Mr. Pauer’s is a series of characteristic pieces ; 
but they are much simpler and easier than those of his 
great predecessor, being more easily comprehensible, and 
less intricate in their technical texture. The quotation of 
a few titles will indicate the nature and range of the 
work : “ Morning Prayer,” “ Evening Bells,” “The Brook- 
let,” “ Cuckoo,” “ Hunting Chorus,” “ The Tattoo,” “ Can- 
zonetta,” “The Shepherd,” &c. The ‘“ &c.” comprises 
various dances and national airs. 


Serenata pour Piano. Par GRAHAM P. Moore. Berlin: 
Raabe & Plothow. 

ORIGINALITY must not be sought in this sentimentalising 

Serenata. But we will not deny it a certain superficial 

pleasingness. 


Intermezzo all’ Ongarese for Pianoforte. By G. PoN- 
SONBY MoorRE. London: Augener & Co. 

A SPIRITED piece in the light drawing-room style. Its 

tripping rhythms will find grateful performers and auditors. 


Fifty Five-finger Inventions (in all keys), for the Piano- 
forte. By EDWIN M. Lotr. London: Edwin Ash- 
down. 

Mr. Lott has chosen a title which, if it does not 
challenge comparison with certain compositions of J. S. 
Bach, inevitably reminds us of them. This was the more 
imprudent as these modern Inventions do not shine by 
the musical qualities of their contents. Apart from the 
title and what it suggests, and simply regarded as technical 
exercises, Mr. Lott’s Inventions are not without merit. 
The first sentence of the preface will sufficiently indicate 
the author’s aim :—‘“ These Five-finger Inventions are 
intended to supply a want which has been frequently 
pointed out to me by teachers throughout the length and 
breadth of the land, viz., some sort of equalising practice 
for the five fingers in all keys (major and minor) without 
changing the position of the hand.” 


Twelve Studies in Style and Technique, for the Piano- 
forte. By WALTER MACFARREN. London: Edwin 
Ashdown. 

THERE is a good deal of music and practice in these 
studies. True, no novel problems are proposed, but 
some of the old ever-fresh problems are presented in 
happy forms. The octave study (No. 9), the arpeggio 
study (No. 12), the staccato study (No. 3), and the study 
with the smoothly-running left-hand part (No. 2), may be 
mentioned as belonging emphatically to this class. In 
other studies, again, style bids technique step back, and 
then the composer can allow his fancy to disport itselt 
more freely. 


Estey Organ Tutor. By KING-HALL. London: Hodge 
Essex. 

THIS is a somewhat voluminous harmonium tutor. It 

opens with some elementary theoretical information, 

then follow seven pages of finger exercises, the bulk of 

the book (pp. 22—99) being taken up with a graduated 

collection of pieces—hymn tunes and tolk-songs ; sacred, 


operatic, and other music. From the 78 pages which we 
said were filled with pieces, we should have excepted. 
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STANDARD ENGLISH SONGS. 


edited, revised and the words partly rewritten by W. A. Barrett, 
Book IV (Edition N° 88304) 


THEY TELL ME THOURT THE FAVOUR’D GUEST. 


THOMAS MOORE. 
(1779-1852.) : 
Andante con passione. 
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Part of a translation of some Latin verses, supposed to have been addressed by Hippolyta Torella to her 
husband, during his absence at the gay court of Leo the Tenth._ The verses may be found in the Appendix 
to Roscoe’s Life of the Pontiff. 

Viasic Printing, Officine, 10," cransjon Street London i. 
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YES! LET ME LIKE A SOLDIER FALL. 


FROM THE OPERA“MARITANA” 
E. FITZBALL. W. VINCENT WALLACE. 

(1793— 1873.) (1814 -1865.) 
Tempo di Marcia. 
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three pages and a half (pp. 9396), which contain exercises 
and hints for pedal-playing. Finally, on page 100 are 
set forth “the terms most frequently used in music.’ 


Etudes spéciales, pour le Violon avec second Violon ad 
lib. Op. 24. Par Fr. HERMANN. (Edition No. 
5,615 ; net, 2s. 6d.) London: Augener & Co. 


HERMANN’S musicianly twenty-five studies, Op. 24 (the 
third part of the 80 Etudes spéciales), comprise a won- 
derful variety of ingeniously-contrived material for prac- 
tising. Change of position, double-stops, octaves, unisons, 
broken thirds and fourths, broken chords, chromatic 
scales, shakes, arpeggios, polyphonic playing, various 
kinds of bowing—all this, and much more, receives proper 
attention and treatment. But these remarks of ours fail to 
do justice to the thoroughness and many-sidedness of the 
work. To see this, you have only to look at No. 109, 
“on the simultaneous employment of one finger on two 
strings ;” at No. 21, “on the diminished seventh ;” and 
at the several variously-featured arpeggio and double-stop 
studies. The expression “ polyphonic playing” gives a 
wrong riotion of the 24th study, in which two independent 
(in the restricted technical acceptation, homophonic, not 
polyphonic) parts have to be performed simultaneously. 
Duet-playing would be a more accurately descriptive 
expression, if it did not suggest two players as well as 
two parts. 


Twenty Scottish Songs, arranged for Viola and Pianoforte, 
or Violoncello and Pianoforte. By F. LAUBACH. 
(Edition No. 7,633; net, 2s.) London: Augener 
& Co. 

THIS is certainly one of the best arrangements of Scottish 

songs we know. Arrangements of popular airs may be 

divided into two classes : those which exhibit the authors 
as ignoramuses in the laws of harmony and music 
generally, and those which exhihit them as men who wish 
to show off their own cleverness. Mr. Laubach is one of 
the rare exceptional persons who, instead of imposing their 
own artificial harmonies, content themselves with ex- 
tracting the harmonies which lie in the melodies themselves. 

But although, as a rule, Mr. Laubach’s accompaniments 

are natural—as accompaniments of folk-songs ought to be 

—there are one or two cases where he allows himself to 

be drawn from ing path of truth and simplicity (see, for 

instance, No. 1, fifth bar from end, and No. 9, fourth 
bar). What re ’said of the arrangement we may also say 
of the selection, it is one of the best we know. It contains, 
indeed, the most precious gems out of Scotland’s lyric 
treasure-trove: “ She’s Fair and Fause,” “O Nannie, 
wilt thou gang wi’ me?” “Farewell to Lochaber,” 
“ Auld Robin Gray,” “ My Boy Tammy,” “ Ye Banks and 
Braes,” “ Jessie, the Flower of Dunblane,” &c. &c. 


Snowflakes. Short Pieces for the Violin, with Piano- 
forte Accompaniment. Op. 164, Nos.g and 10. By 
CORNELIUS GURLITT. London: Augener & Co. 


Nos. 9 and 10 of Herr Gurlitt’s “ Snow-flakes ” seem to 
us even more pleasing than his compositions usually are. 
Both charmingly melodious, they afford excellent oppor- 
tunities for the violinist. But the piano part is by no 
means uninteresting. No. 9 (Ad/eyretto, D minor, $), is 
entitled Jn/ermezzo, No. 10 (Adagio non troppo, G major, 
§) Adagio. 
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Drei Gesdnge, fiir eine Mezzosopranstimme mit Begleitung 
des Pianoforte. Von ALGERNON ASHTON. Vienna: 
A. J. Gutmann. 


MR. ASHTON’S three songs, Op. 37, are very interesting, 
finely elaborated, and charmingly descriptive and sug- 
gestive. He seems to be prompted rather by the /out 
ensemble of the poetic picture and emotion than by the 
details of the verbal expression ; hence the importance of 
the instrumental accompaniment and the unrestrained 
rambling of the voice part. 


Songs for Voice, with Pianoforte Accompaniment. 
ALFRED Morrat. London: Augener & Co. 


Two good songs, the one (“I heard a Word so soft and 
pure ”) quiet, the other (“I love Thee”) passionate. The 
former touching in its simple pathos, the latter full of an 
irresistible “go.” Both are frankly melodious, and at a safe 
distance alike from the vecherché and the commonplace. 


By 


Five Songs. By LANCELOY MARTLEY. The London 


Music Publishing Co. 


THESE songs are not to be despised, and yet cannot be 
unconditionally praised. Every now and then we come 
across some disturbing detail which mars the fair im- 
pression of the whole. To give one instance, a mild one, 
we shall point out the unpleasant hidden octave between 
the voice part and the melodic middle part (bass stave) in 
the first song (page 4, first bar of last line). No. 4, 
“Grow to my Lips thou Sacred Kiss,” is the song we 
like best, and would like better with a modification of 
bars 2 and 3 3 of page 14. 


Six Sacred Songs, for Two Voices, with Pianoforte Ac- 
companiment. Op. 49. By B. MOLIQUE. (Edition 
No. 8,971 ; net, ts.6d.) London: Augener & Co. 


WE must confess our astonishment at the regrettable fact 
that music of the excellency of these duets is compara- 
tively so little known in our day. Tyrant Fashion, or 
shall we say fool Fashion, has something to do with this. 
But let the wise not allow themselves to be befooled or 
tyrannised over. Molique’s “ Six Sacred Songs,” for two 
voices, Op. 49, are truly religious, but free from asceticism. 
They have much of the suave beauty of sound and senti- 
ment with which Mendelssohn has made us so familiar. 
Indeed, they may be called Mendelssohnian. The part- 
writing for the voices shows a master-hand, and so does 
also the tasteful discreet accompaniment. 


wo-part Songs, for Female Voices, with Pianoforte 
Accompaniment. By H. HEALE. (Edition No. 
4,007e and /; net, 3d. each.) London: Augener 
& Co. 


THE instalments of the series of twelve two-part songs for 
female voices (the fifth and sixth) now before us bring 
musical settings of Thomas Heywood’s “ Pack Clouds 
Away” and Shelley’s “ Hail to thee, Blithe Spirit.” We 
confine ourselves to recording satisfactory progress—the 
present songs do not fall short of the quality of their 
predecessors. 
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“Oh, Spring return, Part Song for Male Voices. By R. 
SCHUMANN. (Edition No. 4,868 ; net, 4d.) London : 
Augener & Co. 

A LIGHT and bright composition, in which Schumann 

does not disdain to imitate the ringing of the bells men- 

tioned in the poem, “Hark, sleigh-bells are ringing ; 
klingling, klingling.” The bells which ring in the 
original are, however, not sleigh-bells, but Schueeglickchen, 

z.e., snow-drops. Such are the necessities of translation ! 

The part-song under discussion is No. 6 (“ Frithlings- 

glocken,” the words by Reinick) of Op. 33, Sechs Lieder 

fiir vierstimmigen Ménnergesang. Solo quartet and 
chorus alternate. 


Miniatures. Ten Duets for the Pianoforte. Op.10. By 


Max Mayer. London: Forsyth Brothers. 


WE have much pleasure in recommending these com- 
positions. They are well written, often quaint, and always 
captivatingly fanciful and unconventional. We venture to 
single out for special mention :—No. 1, “ Lullaby ;” No. 
3, “ Sicilienne ;” No. 6, “Spanish Dance ;” and No. 9, 
“ Ballad ;” underlining the first two. 


Luille. Air de Danse par C.R. DuGGAN. Arranged for 
full orchestra (available also for small band) by 
C.GuRLITY. (Edition No.7,051 ; net, 2s.) London : 
Augener & Co. 

“LUCILLE” is a taking little piece in the style of the 

immensely popular “Air de Danse de Louis XIII.” 

Gurlitt has arranged this pretty trifle effectively for full 

orchestra, so that there is no reason why bands that 

cultivate the lighter branches of the art should not, and 
many reasons why they should, add it to their repertory. 


The Training of Boys Voices. By STOCKS HAMMOND. 
London: A. Hammond & Co. 

Wagner's “ Parsifal,” a Pilgrimage to Bayreuth, August, 
1888. By N. KILBURN. Bishop Auckland: W. J. 
Cummings. 

BOTH these publications are reprints. The former, a 

lecture given before the members of the Guild of 

Organists, and subsequently printed in A/usical Opinion, 

contains some remarks which may perhaps be of some 

utility to inexperienced trainers of boys’ voices ; it contains 
also some weak arguments against the admission of 





women into choirs. The second of the above pamphlets, 
a reprint from Zhe Newcastle Daily Leader, gives, as far 
as it goes, an on the whole pleasing and sensible account | 
of Bayreuth and Wagner’s Parsifa/. But, with regard to | 
the latter, the author treats almost solely of the economy | 
of the house, the performance, and the libretto. About | 
music he says little, and this little does not penetrate | 

eep. 


| **Dream of the Morning,” ‘‘ Rest for the weary,” 


The Pamphonia: Roeckel’s Patent. 

THE “Pamphonia” is a neat little model invented by 
Mrs. Roeckel, and intended to impart a knowledge of the 
different clefs in as simple a manner as possible. The 
instrument represents the great stave of eleven lines, 
and is so constructed that any line or lines may be swung 
off rapidly, so as to show from what part of the great 
stave they are extracted. For instance, by removing the 
central black bar, the familiar bass ana treble are 
recognised; by swinging off the central five lines, the 
contralto staff is produced ; and in like manner all the 
staves in use (and obsolete) may be learnt at a glance, 
and the fact that the C clef is always the central line 
(middle C) of the great staff is made perfectly clear, in 
spite of its apparent change of place during the process 
of extracting the various five-line staves from the model. 
The “ Pamphonia” is so simple that it may be introduced 
with advantage into the nursery and the, schoolroom. 


RECEIVED FOR REVIEW, 


From :—E, ASHDOWN : (C. Gardner), ‘‘ Diatonic and Chromatic 
Scales,” Piano ; (AZ. Gyde), *‘ Sabina,” Piano; (7. Madétez), ‘Un 
Aveu,” Piano; (4. D. Palmer), ‘Stars of the Summer Night,” 
Song; (G. A. Macfarren), “Consolation,” Piano; ‘ Five 
Romances,’”’ Violin and Piano; (G. Pfeifer), ‘‘ Twenty-five 
Progressive Studies,” Piano; (/. Spindler), ‘‘Amazonen Rit:,” 
Piano; (47. Watson), ‘‘Arabian Serenade,” ‘‘Little Lady 
Bountiful,” ‘‘ Waiting for thee,” Songs; (C. Wéelloughby), “A 
heaven on earth,” Song.—BEAL & Co.: (G. P. Moore), ‘‘ Two 
National Dances,"’ Piano.—BoosEy & Co. : (J. A. Johnson), ‘‘The 
Syren’s Song,” Song.—A. CARY: (Ad. AH. Alien), ‘‘I heard the 
voice of Jesus say,” Song—Wm. CzERNY: (A. Griinfeld), 


Mazurka,” ‘‘Serenade,” Piano; (G. /. Kendall), ‘‘Idyl,” Trio; 


(Z. Lassen), ‘‘O Loving Heart,” Song; (O. Wagner), ‘‘ Sweet 
Mignonette,” Piano; (VV. von Wilm), ‘‘A Sylvan Lay,” Piano.— 
A. DOrFFEL: (A. Ashton), ‘‘Silhouetten,” ‘‘Spielkameraden " 
(Playmates), Piano.—Dyson & Sons: (/. H. Henry), ‘‘ Romance,” 
Violin and Piano.—J. Guest: (/. Loaring), ‘‘ Rend your hearts,” 
Anthem,—ForsyTH Bros.: (A. Page), ‘Twelve original Organ 
Pieces,” Organ; (/*. Schudert), ‘‘ Sonata in D,” Violin and Piano, 
W. B. HRALY: (4. D. Furse), ‘‘' Two Locks of Hair,” Song. 
—E. JACKSON: ‘‘St. Euphrasie,” Chant.—LONDON Music Pus- 
LISHING Co.: (&. Allon), ‘‘ Fealty,” ‘‘Six Songs, Op. 9,"’ Songs ; 
‘The Months,” Piano; (4. 7. Ames), ‘‘ Two Pieces,” Violin and 
Piano ; (Z. Barton), ‘‘ Kalékairi,” Song; (Lady Borton), ‘‘ Bab- 
bles,” Song; (Z. Bradley), ‘‘Our own Fireside,” Song; (Vu 
D’ Amalie), ‘‘Four o'clock Polka,’’ Piano; (7. S. Dugmore), 
‘‘Jubilee Anthem”; (W. Frere), ‘‘ Five Songs’; (Z. Lennox), 
‘* Love's Golden Dream,” Song ; (A. Smith), ‘* Love's Serenade,” 
Song; (G. Smith), ‘‘ By the waters of Babylon,” Anthem; (G. 
Staker), ‘‘My Country,” Quartet; (10 Wolf van Sandax), 
‘* David's Message,” ‘‘ The Dying Girl's Song,” Songs. —METHVEN 
Simpson & Co.: (W. Hately), ‘‘ Bonny, Bonny Dell,” Song ; (S. 
Roche), ‘‘ Autumn Song,” Song; Mortey & Co.: (/. Jackson), 
‘*Cathedral Memories,” Song.—Murpy & Co.: (7. Murdy), 
‘*Elsa and the imprisoned Fairy,’ Cantata—-NOVELLO & Co, : 
(7. IW. Blacow), ‘Concluding Evening Hymn”; (A. Boyse), 
‘*Scherzo,” Organ ; (Dr. Bradford), ‘‘ Music Pupils’ Register” ; 
(7. C. Grounds), ‘‘ Jesu, the very thought is sweet,” Song; (Z. AZ. 
Lawience), ‘‘A Well of Love,” Quartet ; ‘‘Sarchedon’'s Love Song,”’ 
Song; (/. Loaring), ‘‘ Awake, awake, put on thy strength,” 
“‘Awake up my glory,” Anthems; (O/ga), ‘‘A Child’s Dream,” 
‘* Summer's 
Departure,” ‘‘ Yesterday,’”’ Songs ; (/. O/tv), ‘‘ Emperor Frederick's 


| Funeral March,” Piano ; (C. W. Pearce), *‘ Story of the Ascension,” 


Portrait of Beethoven. Heliogravure from an Indian-ink | 
drawing, by MAURICE ASHDOWN AUDSLEY, after the | 
celebrated painting by Schimon. 

WE have received a copy of the above, and regret to say 

that we cannot speak favourably of this ‘reproduction. 

The likeness is not good, and the modelling of the face 

is unsatisfactory. The fault does not lie in the original, 

nor does it lie in the heliogravure : we must look for it in 
the intervening link. ; 





Anthem; (/. 4. Pope), ‘‘ Hear my prayer,” Anthem; (C. £. 
Rowley), ‘‘The Nights,” Quartet; (WW. Taylor), ‘‘ Benedicite 
omnia opera,” Anthem; (B. TZours), ‘‘Gavotte and Musette,” 
Violin and Piano; (G. 2. Vicars), ‘* Behold I show you a mystery,” 
‘* Blessed are the merciful,” Anthems,— PITMAN & Sons: (lb. /. 
Hunt), “‘ Jubilee Poems,"—SEARS & Sons: (H. Smith), ‘' Lyrics 
of to-day.""— STANLEY, LUCAS, WEBER, & Co. : (Z. 17. Lawrence), 
‘My little doll,”” Song.—W. Stokes: (W. Stokes), ‘‘ Angels’ 
Voices,” Song. —WEEKES & Co.: (/. A. Anger), ‘‘ Impromptu,” 
Piano; (£. Z. Chipp), ‘Compositions for the Organ"; (£. 
Griffith), ‘‘ Magnificat and Nunc Dimittis,” Anthem; (A. C. 
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Hiller), ‘‘The Lion Guard,” Song.—B. WILLIAMS: (Rev. /. 
Cater), ‘‘ Praise our God,” Anthem.—J. WILLIAMS: (G. B. Gidiset), 
‘A Marriage Song,” Song.—Woop & Co.: (C. A. £. Senior). 
** When all the world is young, Lad,” Song. 








Concerts. 
By J. B. K. 


——— 


CRYSTAL PALACE SATURDAY CONCERTS. 


THE third concert of the season introduced two works by 
E. Grieg, one by A. C. Mackenzie, and one by John F. 
Barnett, new to London. The first-named consisted in 
the Concert Overture “In Autumn,” and a “ Scena” for 
two female solo voices, female chorus, and orchestra, in- 
scribed “ At the Convent Gate” (Op. 20). The overture, 
originally brought out with éc/at under the composet’s 
personal direction at the recent Birmingham Festival, is, 
as our readers are aware, none other than the Pianoforte 
Duet, Op. 11, so characteristic of Grieg’s genius, scored 
by himself for that important occasion. ‘That the charm 
of this fascinating work is considerably heightened in its 
new form those need not be told who know Grieg as a 
born master of the orchestra from his first attempt at 
orchestral writing in his magnificent Pianoforte Concerto 
in Aminor. In the above-mentioned “Scena” we prefer 
the peculiarly weird and impressive orchestral portion of 
the work to the no doubt intensely dramatic and ex- 
pressive, yet chiefly declamatory, music allotted to the 
vocal soloists. The concluding chorus, a hymn-like 
“ Choir of Nuns,” for female voices, on the other hand, is 
a piece of well-defined and exquisite melodic beauty, with 
a remarkable progression of powerful musical accents to 
atriumphant close. Miss Anna Williams seemed deficient 
in vocal strength for a perfect rendering of her share— 
the “lion’s share”—in the duet, only a few staves falling 
to Miss Marie Curran’s portion in the solo parts. The 
third novelty of the afternoon, a “ Benedictus” for or- 
chestra, by A. C. Mackenzie, is one of the finest numbers 
of a set of “Six Pieces for Violin, with Pianoforte Ac- 
companiment ” (Op. 37), performed with great success by 
Lady Hallé (Frau Norman-Néruda), to whom they are 
dedicated, at Sir Charles Halles’ last series of chamber 
concerts. The “ Benedictus” in its enlarged setting is a 
long-drawn and beautiful melody given to the violins, 
with a delicate and exquisitely varied accompaniment for 
the lower strings, flutes, clarinets, bassoons, and horns, 
and should recommend itself as a safe attraction to large 
or small orchestras, although the absolute perfection of 
unanimity and expression which distinguished the per- 
formance of Herr August Manns’ violins will not be easily 
attainable elsewhere. A strong desire for an encore was 
(wisely) resisted by the above-named conductor. The 
fourth novelty of this concert, an “ Offertoire” for organ, 
by John F. Barnett, partakes considerably more of the 
nature of a secular pastoral than of sacred music, except, 
perhaps, in the (very clever) transmutation ‘of the first 
Into a second subject more severe and scholastic in 
character. As organ music Zer se, the “ Offertoire”—may 
be to some sprightly nymph of the wood or dale—is, how- 
ever, most pleasing, the combination of the charming 
principal theme with a graceful underlying figure being 
especially noteworthy. ‘The work was capitally played by 
the composer, who fully deserved the applause he ob- 
tained and more. 

Walther’s Preislied, from R. Wagner’s Mezstersinger, 
was likewise included in the programme, and never misses 
its effect, especially when sung in Mr. Edward Lloyd’s own 





fine style, as on the present occasion. The remainder of 
the concert was taken up by Mendelssohn’s “ Hymn of 
Praise,” with the three above-named singers as vocal 
soloists, and Mr. A. J. Eyre at the organ. One would 
imagine that this work, which is so frequently and 
excellently given in town, would scarcely prove a great 
attraction at these concerts. But then our amateurs seem 
never to have enough of Mendelssohn, and the exceptional 
brilliancy of the weather may likewise have been con- 
cerned in a large attendance at Sydenham. 

The fourth concert opened with Beethoven's first 
Leonore Overture in C, which, apart from its intrinsic 
beauty, exemplifies the master’s severe self-criticism 
which prompted him to write (in addition to the short 
Overture in E to the same opera, /7de/o) two other over- 
tures on the same model, until his ideal conception of 
this great work had attained its complete realisation. It 
also shows, like many of Beethoven’s MSS., that even his 
finest themes and compositions were by no means the 
result of that direct inspiration in their perfect form (as 
pe. in the case of Mozart or F. Schubert), which their 
character and transcendant beauty would seem to indi- 
cate. Henry Gadsby’s “ Festal Symphony” (MS.) in D 
is a most skilfully written but unequal work, containing 
inany bright and pleasing pages, with some rather trivial 
and uninteresting matter. A set of five “ Deutsche” 
(German dances), by F. Schubert, is marked by much 
melodiousness and grace of a Haydn = Mozartian type. 
They were given with exquisite refinement and taste 
under Herr August Manns’ Ji/on (first time). Fraulein 
Janotha played Mendelssohn’s beautiful but well-worn 
Pianoforte Concerto in G minor with becoming spirit and 
neatness of execution. But her rendering of Chopin’s 
Scherzo in B minor seemed hurried and deficient in 
poetical conception and rhythmical accentuation. Pianists 
might be reminded of the signal success achieved by Miss 
Agnes Zimmermann with a Pianoforte Concerto by Hans 
Huber (teacher of the infant prodigy, Otto Hegner) at a 
Henschel symphony concert. Another hearing of the 
work should surely be welcome. The most attractive 
instrumental pieces were reserved for the end of the con- 
cert :—Saint-Saéns’s very remarkable Ballet airs from his 
Etienne Marcel. Genuine French esprit and verve, con- 
summate technical skill, and an orchestration of extra- 
ordinary brilliancy, combined to produce a little work of 
electrifying effect. Not much can be said in favour of the 
singer Mlle. Douilly, whose vocal acquirements fairly 
sufficed for Hiindel’s florid air, ‘Oh had I Jubal’s Lyre,” 
but fell below the most exacting demands of Hérold’s 
“Cavatina” of the happily obsolete Bellini déravura 
pattern, from his Pré aux clercs, with a difficult violin 
accompaniment executed with a somewhat faulty intona- 
tion by Miss Marie Douglas. 

At the fifth concert, Haydn’s delightful Symphony 
in B flat, No. 9, of the “Salomon” set of 12, forming 
the last of his 121 symphonic works, was played by 
the band with the ezsemdle and nicety of expression 
of a first-class string quartet. The brilliant gifts of 
the foremost living French composer of absolute music, 
Camille Saint-Saéns, were again made conspicuous by 
his Pianoforte Concerto, No. 2, in G minor, which was 
played together with Nos. 1 and 3 two seasons ago by the 
composer himself at St. James’s Hall. On the present 
occasion the Concerto received a fine rendering, with a 
truly masculine fulness of touch and unerring certainty 
of fechnigue by youthful Miss Ethel Bauer. A slow 
movement or intermezzo placed between the “ Scherzo” 
and “ Presto” (finale)—the “‘ Andante Sostenuto ” forming 
the first movement—would undoubtedly enhance the 
effect of this otherwise most captivating work. Master 
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Harold Bauer (his first appearance at these concerts) did 
credit to his teacher, Adolph Pollitzer, one of our fore- 
most professors of the BOhm-Joachim, z.e., the best of all 
schools of violin playing, by volume of tone and breadth 
of style in Vieuxtemps’ too seldom heard “ Fantasia 
Appassionata.” The rest of the excellent programme con- 
sisted in Wagner’s Parsifal-Vorspiel, Tannhduser over- 
ture, and Wotan’s Adschied and Feuerzauber from the 
Walkiire, the part of Wotan in this piece and Beethoven’s 
air Mit Méadeln sich Vertragen, recently published in 
Breitkopf's Beethoven-Supplement, being rendered by 
Herr G. Henschel with that perfect vocal and declama- 
tory art for which he has long been famous. The air, 
written probably about 1790, is decidedly superior to the 
general type of posthumous discoveries, and always 
pleases, especially when sung with its fine orchestral 
accompaniments. Another pretty trifle from the same 
supplement, a romance, Zs dliht eine Blume, for soprano 
and harp, composed for Leonora Prohaska, a drama by 
one of [eethoven’s friends, was introduced by Mrs. 
Henschel with appropriate sweetness of voice and ex- 
pression, who also gave a fine interpretation of Wagner's 
Trdiume, a study for TZvristan and Isolde originally 
brought out at a “Henschel Symphony Concert” in its 
orchestral form. 
For the sixth concert Sir A. Sullivan’s popular Golden 
_ Legend, with Mesdames Emily Spada and Belle Cole, 
and MM. Edward Lloyd and Barrington Foote as chief 
vocalists ; organist, Mr. Alfred J. Eyre ; conductor, Herr 
August Manns (as usual)—was announced. 


MONDAY AND SATURDAY POPULAR 
CONCERTS. 
THAT prominent musical institution, the Monday and 
Saturday Popular Concerts, entered upon another season 
with programmes composed almost exclusively of well- 
known standard masterpieces at the first two concerts on 
Monday and Saturday respectively. As these same works 
have been heard by every musical amateur worthy of the 
‘name more or less frequently at these concerts, played by 
the same artists, it will be sufficient to say that they in- 
cluded Beethoven’s String Quartet in C, Op. 59; Piano- 
forte Variations on a theme from the Eroica Symphony 
(Miss Fanny Davies) ; and Pianoforte Trio in D, Op. 70 
(pianoforte, Sir Charles Hallé); Mendelssohn’s String 
Quintet in B flat; Schumann’s Pianoforte Trio in D 
minor (pianoforte, Miss Fanny Davies) ; Brahms’ Violin 
Sonata in A, Op. 100, performed by Sir Charles and Lady 
Hallé (Frau Norman-Néruda), which, by reason of its 
pleasingly simple and placid character and conciseness of 
elaboration, has become a well-established favourite at 
these concerts ; Nocturne in E, and Barcarolle by Chopin 
(Sir Charles Hallé). The only novelty consisted in A. C. 
Mackenzie’s pieces for Violin and Pianoforte, Op. 37, 
played by Lady Hallé and Miss Fanny Davies, and re- 
ferred to in our notice on Saturday Crystal Palace concert. 
The “strings” at the two popular concerts under notice 
were in the hands of the above-named distinguished lady 
violinist, Herren Ries (second violin), and Straus (viola), 
Mr. Gibson (second viola) and Signor Piatti (violoncello). 
Miss Liza Lehmann was as successful as usual at these 
artistic concerts in some Lieder by F. Bach (or more 
correctly, Giovannini), Schubert, and some pretty songs 
of her own composition; and Mr. Ernest Ford and 
Herr Frantzen were the accompanists. 


THE LONDON SYMPHONY CONCERTS. 


HERR GEORG HENSCHEL opened the third season of 
his “ London Symphony Concerts,” we believe this time 





on his sole account, and at reduced prices ; and since, 
judging from the sample afforded by the first concert, the 
former standard of excellence remains fully maintained, 
surely our huge metropolis should contain a sufficient 
number of genuine amateurs to fill St. James’s Hall at 
the twelve high-class and skilfully-varied orchestral con- 
certs of the present series, whilst we read that every seat 
has been sold for double that number of Gericke’s con- 
certs at the comparatively small city of Boston in “un- 
musical” (?) America. The exclusively orchestral pro- 
gramme of the first concert was so interesting, and so 
well rendered under Herr Henschel’s baton, that the 
absence of both vocal and instrumental soli was not felt 
in the least. lt opened with R. Wagner’s Faust Overture, 
one of the composer’s least inspired or representative 
works, which, especially as far as its leading subjects are 
concerned, might be written by almost any second-rate 
German composer. This was followed by Beethoven’s 
ever-welcome Symphony, No. 7, in A ; ‘Schubert’s dainty 
“*Rosamunde” ballet ; and Schumann’s charming “‘ Over- 
ture, Scherzo, and Finale,” rendered familiar by Herr 
August Manns at the Crystal Palace. The novelty intro- 
duced, in conformity with Herr Henschel’s praiseworthy 
custom, consisted, in this instance, in a new Suite to Ibsen’s 
dramatic poem, “ Peer Gynt,’ Op. 46, by E. Grieg, in 
four movements, descriptive respectively of “ Morning,” 
“Death of Ases,” “Anitra’s Dance,” and “In the Hall ofthe 
Mountain King,” whichall exhibit the composer’s fascinating 
characteristics, the third number, for muted strings and 
triangle, being especially full of quaint charm, whilst 
the finale leads up from a grave moderato, in a remarkable 
crescendo, to a kind of Bacchanale Arestissimo, culminat- 
ing in a succession of startling orchestral crashes, almost 
of the character of a “spirituel” musical joke. The Suite 
was received with marked favour by the fairly numerous 
audience, Herr Henschel resisting (according to his com- 
mendable practice), with considerable difficulty, an encore 
of the two middle movements, 








Musical Potes. 


—_o—_ 


THE present Parisian musical season is, as regards dul- 
ness, unprecedented. For months the most interesting 
event to look forward to has been the revival of Gounod’s 
Roméo et Juliette, and its first performance at the Opéra. 
November 28th was to be the great day, and Adelina 
Patti the impersonator of Juliette. The fulfilment of both 
conditions has, however, been doubted, although the date 
was announced as definitely fixed, and the d/vaas secured 
for a number of evenings. Adelina Patti, writing to 
the editor of the Paris Figaro, says that she will sing at 
the Opéra only three times, her London engagements pre- 
venting her from prolonging her stay. Saint-Saéns’ Ascanio 
will hardly see the light before March. M. Paravey, of the 
Opéra-Comique, deals still in the old tried repertoire 
pieces. Among the operas pe‘formed at the Théatre- 
Lyrique-Nationale is Grisar’s somewhat faded Amour du 
Diable, which was first heard in 1853. After all, the 
Odéon carries off the palm with Racine’s Atha/ze, with 
Mendelssohn’s music. 

THE operetta La Gardeuse d’ Otes (the words by Leterrier 
and Van Loo, and the music by Lacome), produced at the 
Renaissance ‘Paris), pleased the audience. The /zbretto 
is neither remarkable for originality nor verve, but the 
music distinguishes itself by its charm and subtlety. 

LES FOLIES-DRAMATIQUES, tco, has come out with a 
new operetta, Za Petite Fronde. The amusing libretto is 
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by MM. Chivot and Daru, the somewhat commonplace 
music by M. Audran. 

M. PFEIFFER’S comic opera in one act, entitled 
LT’Enclume, has just been revived in Paris with great 
success ; and his new opera Le Légatatre Universel, in 
three acts (words by Regnard), will be produced in Paris 
during the season. 

LAMOUREUX brought to a hearing at one of his con- 
certs, the first of which took place on October 28, Esguzsses 
symphoniques, by the Russian composer Borodin. 

THE fremitre of the ballet Mzlenka, the scenario by 
Paul Berlier, and the music by Jan Blockx, came off at 
the Brussels La Monnaie in the first week of November. 
The authors of the work, the musical part of which had 
already been heard at a concert last year, scored a 
brilliant success. At the same house were performed 
Wagner’s Les Maitres Chanteurs de Nuremberg (Die 
Meistersinger) and Gounod’s Philemon et Baucis. 

THE firm of Schott, of Brussels, has organised three 
concerts, in the first of which took part the pianist 
Paderewska, the violinist Mlle. Soldat, and the violon- 
cellist Jacobs, and the second of which (on November 17) 
consisted of a recital by Dr. Hans von Biilow. 

THE chorus of unanimous praise which at first welcomed 
the claviharp as a satisfactory substitute for the harp is 
now sadly broken in upon by many adverse voices. These 
latter say that the tone of the new instrument, both as 
regards quality and power, is inferior ; and that the direct 
touch of the fingers can do many things which are out of 
the reach of a dead mechanism. 

ITALY is the land of new operas and new theatrical and 
musical periodicals. Of the latter, we may mention the 
Roman // Mondo Teatrale and the Neapolitan La Rivista 
di Musica. 

BOTTESINI, the famous double-bass player and com- 
poser, has been chosen director of the Musical Institute of 
Parma. 

MADAME PARMENTIER, #ée Teresa Milanollo, has 
lately been visiting her native place, Savigliano. Most 
brilliant receptions were given in her honour by several 
societies. At a concert got up at the house of Signor 
Villa, a collector of instruments, she delighted the audience 
with some violin solos—a concerto by Schumann (?), a 
romance by Vieuxtemps, and burlesque variations of her 
own on the air “ Malbrough s’en va-t-en guerre.” Her 
husband, General Parmentier, accompanied her on the 
piano. Teresa Milanollo discontinued her brilliant career 
as a virtuosa when she married in 1857, at the age of 30. 
General Parmentier, a distinguished writer on matters 
relating to his profession, has also published a number of 
musical compositions and biographical and critical articles. 

A REVIVAL of Dittersdorf’s capital comic opera Doctor 
und Apotheker is in view at the Berlin Opera-house. 
be work has already reached the highly respectable age 
of 102. 

GUDEHUS, the Dresden tenor, will join the Berlin 
Opera-house in 1890, as successor to Albert Niemann. 

As to the Berlin concerts, they are innumerable. 
Let us note a few. The Philharmonic Concerts under 
Hans von Bilow are in full swing; those of the 
Royal Orchestra (Sinfonie-Soirées) have likewise begun. 
The Stern’sche -Gesangverein (Choral Society) gave a 
-performance (a somewhat tame one) of Handel’s /udas 
Maccabeus. At a concert of the Berlin Liedertafel 
(Male Choral Society) the programme consisted chiefly 
of compositions by Heinrich Hofmann : Harala's Braut- 
fahrt, for baritone solo, male chorus, and orchestra ; 
Lieder des Troubadour de Preux an Konigin Iolanthe 
von Navarra, vocal scena for baritone and orchestra ; 
and /m Sonnenschein, for orchestra. A concert of the 





Berlin Lehrerverein (Society of Schoolmasters) brought, 
besides instrumental pieces, choral compositions by Beet- 
hoven, Liszt, Vierling, Hegar, A. Fuchs, V. Becker, 
Gastoldi, and Weber. The Wagner Verein treated the 
visitors to their concert of November 5th (under Klind- 
worth’s conductorship) to Liszt’s Prometheus, Overture 
and two fragments from Cornelius’ Barbier von Bagdad, 
Wagner’s “ Kaisermarsch,” ‘ Venusberg music” (com- 
posed for Paris), and Lohengrin, Acts II. and I1I.—that 
is to say, parts of these Acts (the “Story of the Holy 
Grail,” as the composer originally wrote it). We will yet 
mention the resumption of Dr. Bischoff and Hellmich’s 
“Monday Evenings” and Franz Rummel’s Chamber 
Concerts, the foundation of a new string quartet by 
Fritz Struss, and concerts by the pianists Emil Sauer, 
Max van de Sandt, and Pohlig. 

To one Berlin concert we must devote a special para- 
graph, viz., to Madame Amalie Joachim’s Liederabend 
(Evening of Songs), the programme of which, besides 
songs by Schubert, Schumann, Heuberger, and Héritte 
Viardot, comprised two new works, Op. 106 and 107, by 
Johannes Brahms. Of the Zigeunerlieder, for four voices 
and pianoforte accompaniment, the Ad/gemeine Mustk- 
Zeitung says: “ These quartets with pianoforte accom- 
paniments, if not based on, are certainly imitations of, 
genuine gipsy melodies. They are pieces, partly sad, 
partly gay in character, in which the combination of the 
four voices produces charming tonal effects. Numbers 2, 
7, 10, and II are especially beautiful and profound in 
feeling.” 

THE reader may remember that a considerable time 
ago the Berlin Koncerthaus offered prizes for the best 
symphonies, suites, &c., that would be sent in. The 
symphonies sent number fifty-seven, and the prizes of 
1,000, 500, and 300 marks were awarded to Georg Schu- 
mann (Leipzig), Ferdinand Manns (Bremen), and Josef 
Dente (Stockholm). 

THE retirement of Kapellmeister Deppe from his post 
at the Berlin Opera-house has been followed, as it was 
preceded, by many malicious reflections on that excellent 
musician. E. E. Taubert’s calm considerations of his 
merits in the Post, of October 13th, was therefore very 
seasonable. He admits that Deppe lacked the routine of 
an opera conductor, but points out that just in consequence 
of this he was averse to walking in the old beaten path, 
and made efforts—very successful efforts—to infuse new 
life into the renderings of the great classical works, so 
that these latter might be seen in all their beauty. 

BERLI02’S Benvenuto Cellini was excellently performed 
and warmly received at Dresden on November 4th. A 
critic says that it wants sustained melodiousness, but 
possesses many excellences that make up for this want. 

SIEGFRIED OCHs’ three-act comic opera, /m Namen 
des Gesetzes, won the good opinion of the audience at the 
Hamburg Opera-house on the 3rd of November. 

THIS season’s Giirzenich Concerts in Cologne were 
opened with Handel’s Ode on St. Cecilia’s Day, and 
Beethoven’s Ninth Symphony. In the same town Max 
Pauer is giving this winter four historical concerts, the 
first of which took place on November 8th. Couperin, 
Rameau, Handel, Haydn, Mozart, Hummel, Schubert, 
and Weber were represented in it. 

KAPELLMEISTER LEVI, of Munich, who is at present 
staying on Heinrich Vogl’s estate Deixelfort, on Lake 
Starenberg, is much improved in health, although not yet 
quite well. 

Liszt’s birthday was celebrated at Buda-Pesth, on 
October 22nd, by a concert, in which took part the 
Hubay-Popper string quartet, the pianist Stefan Thoman, 
and the singers, Signora Bianca Bianchi and Herr Bignis. 
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THE Brussels Musée Instrumental has acquired a bass 
viol which the famous Duiffoprugcar made for Francis I. 
of France. 

WE have much pleasure in recording the fact that gold 
medals have been awarded at the Bologna and Brussels 
Exhibitions to Messrs. Augener & Co. for their musical 
publications. 

A SON of the composer Conradin Kreutzer shot himself, 
after killing his children, He was an artist (painter), and 
lived at Crefeld. Want was the cause of the desperate act. 

PUBLICATIONS of books on music and musicians: “Hector 
Berlioz : sa vie et ses ceuvres” (with 12 portraits of Berlioz, 
and 122 illustrations—-caricatures, &c.), by Ad. Jullien 
(Paris: Librairie de l’art) ; “César Cui,” by the Comtesse 
de Mercy-Argenteau (Paris: Fischbacher); ‘* Mono- 
grafia sui liutai antichi e moderni,” by Maurizio Villa ; 
La Giovinezza di Riccardo Wagner,” by Guglielmo 
Langhans (Bologna: Regia Tipografia). 

AT Pistoia died, on September 23rd, Pasquale Piacenza, 
bandmaster and composer of several operas—J/ Tribunal 
segreto (Cuneo, 1845), Warinella (Turin, 1858), Czpriano 
il Sarto (Genoa, 1857), Monaldesca (Turin, 1867), &c. 

FROM Leipzig comes the announcement of the death, in 
the night of November 10-11, of Raymund Hartel, for a 
long series of years, up to 1880, head of the firm of 
Breitkopf and Hartel. He attained the age of seventy- 
eight years. 

THE deaths are also announced of the Paris publisher, 
Choudens, and the Spanish composer, Isidor Her- 
nandez. 
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h USIC FOR TWO PIANOFORTES 


(EIGHT HANDS). 
FOLIO EDITIONS. 


CLARK, SCOTSON. Marches arr. by F. Hermann. s. a. 
Marche aux Flambeaux ae el as 3 5 - 
Marche Indienne _... és ie ive 
Inauguration Marche ve iis eve i 
Marche Militaire... eee oe ss nme 3 
DORN, EDOUARD. Grande Marche Saaliiehe 5 - 
LEE, M. Gavotte de Louis XV. ... ae ae rs 5 - 
ROECKEL, J. L. Air du Dauphin es 


WAGNER, RICHARD. Marches Sinai: tirées des ‘ten. 
Arrangées par E. Pauer. 


No. 1. Marche de Paix (Friedensmarsch). (Rienzi) = 2 

2. Marche de Guerre (Kriegsmarsch). (Rienzi) ~ Bs 

3. Grande Marche. (Tannhiiuser) tes 6 - 

4. Marche Religieuse. (Lohengrin) ae ua ia > 

5. Marche des Fiangailles. (Lohengrin) ine +e wie 

AUGENER & CO., 86, Newgate Street, E.C., & 1, Foubert’s Place, W., 
on 


THE COMPLETE PIANOFORTE WORKS OF 


FRED. CHOPIN, 


Reprinted from the celebrated Russian Publication, which 
was revised, fingered, and carefully corrected after the Parisian, 
English, and German Editions by CARL KLINDWORTH. 
Final Revise by XAVER SCHARWENKA. 


In Eleven quarto Vols. C. ; or complete in 3 Quarto Volumes, 
Elegantly bound. C. Net, £2 12s. 6d. 


PIANOFORTE SOLO £ a Paper Covers. Bound in Cloth. 
e s. &@, net. net. 
Op. 3. Deux Valses brillantes wie - - oe o 40 . sa 58s pes 
Op. 5. Polonaise caractéristique ; a os ~~ soe Gop 34 Wadiew spies eng 
Op. 6. Souvenir de Robert Schumann, 6 Phantasiestiicke. 80846 11 Polonaises 2 6 -~ § © 
Livres I. & II., chaque.. © § ©| 8083 51 Mazurkas 3 6 » Se 
Op. £. Deux Morceaux ¢ caractéristiques. “No. me flat minor . : : 808r 19 Nocturnes - ‘or as 
Op. 12. Deux Etudes (c sharp 1 min, and c min. ae ‘ o 4 o | 8068 Studies and Preludes ... 40 9 e 
Op. 13. Danses et Chansons nationales italiennes. ” Livres 8070 Ballades ... a ‘i 1 6 — 
Op. my re :. tees * ee *e : ‘ Ms 8071 Rondos and Silene seb 3.0 = 2 
“ No. 2. Canzonette © 3 0 | 877 Sonatas ew 2 6 - § © 
No. 3. Barcarolle és © 3 ©] 8072 Impromptus ont Fantasias sas : £8 io 
oF ~ oan a sur un théme original % . . 6 8073 Berceuse, Barcarolle, and six other W cike.. 2 6 » § 0 
Op. 21. Trois Etudes (F # min., .F maj. and p cin, ‘) 7 o 6 o| 8076 Concertos and other Works originally ren 
ba 22. Ein Liebesleben (Une vie _— Dix « Possies © 60 Pianoforte and Orchestra. Pianoforte Part 5 0 7 6 
. 28. No. x. Walzer ... one oe 
, No. 2. Burleske ki z ; > Londoa: AUGENER & CO., Newgate Street and Foubert’s Place. 
Scherzo . @ 46 wedi 
ss mali PIANOFORTE DUETS. , FOLIO EDITIONS OF 
p. 4. Marie Stuart. Poéme Symphonique. rrang ° ° - P 
2. 7. oc earn (Mélanges). Quatre morceaux ie ° 5 0 - eicsrapen CLARK’S Favourite Marches. 
p. 10. Valse-caprices . ee °5 0 
Op. 11. Introduction et Scherzo. Arrangement |. - ee Marche aux Flambeaux eee ate : ise 
Op. 20, Jubiliiumsmarsch (Marche de jubilée), Arrangement o 5 o Easier edition . ee 
Op. 26 Eine Ballscene (Une Scéne de Bal) os - 1s ©'6 © _— Anglaise , oe : , oo 3° 
arche des fFantumes is - 3° 
TWO PIANOFORTES. Marche Francaise 5 me fh 
Allegro.de Concert de F. Chopin. Op. 46.. es oe © 90 Marche des Girondins we . i 
CHAMBER MUSIC. _— — ove om woe . . “os ie 
Op. 14. Romance pour Violon et Piano 1 4 OC ana «os 2. 2. oa Sef 
Op. 25. Sonate pour Piano et Violoncello (¢ maj. Ni o 2.0.6 6 Marche Militaire ee ns ‘ oe 3° 
FULL ORCHESTRA. a e — (Midnight March) . oa 
‘ +: ° eas elgian Marcn oe. eee one . ow 3° 
Op. 4. Marie Stuart, Poéme Symphonique. —* net ° . Chinges Mach .. = nf ei é we (e 
” 9? * * ‘3 
Op. 11. Introduction et Scherzo. Partition.. ws * net o 6 o sp ga March a. as = : = 
arties o19 0} . ‘ bes 2 
Op. 14. Romance ] pour Violon avec accompagnement d’orchestre j eg March . #3 an . ~ . 3 
ou de Piano, — os oo met -o 4 0} Piles MM oe sei smi ¥ os iden 
Diseia 6:19:40 | ilgrims = » oe eee ove ove . we 3° 
Op. 20. jdltonnsmnah (Marche de jubilée). Partition net o 6 0 | a gs ls 6 ie oR 
platen met t 4 0| — —_ sas, lees . 3° 
Allegro de Concert de F, Chopin. Op. 46. de pour Piano | Turkish oe | ans a oa 
avec Orchestre. Partition oe + Met o 7 6 Vie ‘ 0% nl he Gone ee 
i Parties . 019 0| ienna March ... hay a a vs wo 9 
Op. oA Three Songs. English and German words. (Edition Also published for Pianoforte or Mannshisite, Sui, &e. 
ting Rene D Eg ‘+ net 0 © 6) AUGENER & CO., 86, Newgate Street, E.C., and 1, Foubert’s Place, W., 
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<TANDARD ENGLISH SONGS 


Revised, and the Words partially re-written, by W. A. Barrett. 
Accompaniments arranged by Dr. Stainer, Dr. Martin, Mr. Henry Gadaby. | 


Mr. A. J. Caldicott, Mr. Burnham Horner, Mr. Joseph Barnby, and the | 


Editor :— 
8830d Book IV. 


s. d. 


18 Songs. Nos. 67—84.. net Ir - 


CONTENTS. 
. Arne, T. A. My Dog and my Gun. 


jalfe, M. W. ‘They tell me thou’rt the Favoured Guest. 
Bayly, Tl. H. Id be a Butterfly. 


sishop, H. R. 
. Braham, John. 
. Carey, Henry. 


The dashing W hhite Sergeant. 
Said a Smile to a ‘Tear. 
Flocks are Sporting. 


. Horn, C. E. I’ve been Roaming. 

. Kirby, W. My Helen is the Fairest Flower. 
5. Leveridge, R. The Cure of Care. 

. Linley, George. ‘Thou’rt Gone from my Gaze, 

. Lover, Samuel. My Mother Dear. 

- Rimbault, E. fF. Happy Land. 

. Rodwell, G. H. The Banks of the Blue Moselle. 
. Spofforth, R. Oft let me Wander. 

. Wallace, W. Vincent. Yes! Let me like a Soldier fall. 
. Eighteenth Century. The Girl I left behind Me. 
- Old Melody. A Fable. 

. Shield, William. Ere around the huge Oak. 


AuGENneER & Co., 86, Newgate Street, E.C.; and 1, Foubert’s Place, W. 


HE FLOOD. A Reading in Church Recitation 
and Chorus, with Organ fone, The words selected by 
J. POWELL METCALFE, the Music by CORNELIUS GURLITT. 


The complete work, price, net, 2s. 6d. 
Or in 3 Parts, each part complete in itself :— 


PART I.... 


Prologue. THE ARK. 


No. 1. Chorus. Let us now praise famous men ! 

Recitative. And God saw the wickedness of man was great. 

Bass Solo, or all Basses. The soul, the soul that sinneth. 

Recitative. And the Lord said unto Noah. 

Chorus. Come, come, my people, come. 

Recitative. And Noah did according to all that the Lord 
commanded him. 

Alto Solo, or Chorus. 
the Lord. 


.—THE RAVEN AND THE DOVE 


. Chorus. Woe be to fearful hearts and faint hands. 
. Recitative. And it came to pass at the end of forty days. 
. Chorus. There is no peace. 
. Recitative. Also he sent forth a dove from him. 
. Chorus. Turn again then unto thy rest. 
. Recitative. And Noah stayed yet other seven days. 
7. Chorus. Go and proclaim these words. 


PART IIIl.—THE RAINBOW 


1. Chorus. Look upon the Rainbow. 

2. Recitative And God spake unto Noah. 

3. Chorus. As I have sworn that the waters of Noah. 

4. Recitative. And God said, this is the token of the covenant. 
5. Soprano Solo, or Chorus. Ev'ry night wash | my bed. 

6. Chorus. But unto you that fear. 

7. Chorus. I will greatly rejoice in the Lord. 


Que yp n 


Such as are planted in the house of 


? 


~ 


net I 


AUGENER & Co., 86, Newgate Street, E.C. ; and 1, Foubert’s Place, W. 


\ X 7 4 
Christmas Pastorale (Cecilia, 37) 
Concert Fantasia on ‘* Old Eaglish Airs” (Cecilia, 39). 


A Christmas Fantasy on ‘‘ Old English Carols.” 
AUGENER & CO., 86, Newgate Street, and 1, Foubert’s Place. 





BEST’S ORGAN PIECES 


Each 1s. net 





INSUTI’S SONGS OF THE FLOWERS. 


Twelve Two-Part Songs for Treble Voices. Words by Edward 
Oxenford. Illustrated with portrait of Com) r. Price, Old Notation, 
Me ome Sol-Fa, 4d.—MetHven Simpson & to. Dundee ; Patzy WI.tIs, 

ndon. 





R. C. BECHSTEIN, Pianoforte Manufacturer 


by Special. Appointment to Her Majesty the Queen, &c., has just 
ublished a NEW ILLUSTRATED CATALOGUE of his INSTRU- 
MENTS, with Testimonials as to their Perfection by Liszt, Rubifstein, 
-Biilow, ‘and Richard Wagner.—Lond n: 445, Oxford Street, W. 





Edited, | SPLENDID MUSICAL PRESENTS. 


Published for the first time in a style worthy of the great 
Composer’s memory, regardless of expense. 


L. VAN BEETHOVENS 


COMPLETE (38) 
Pianoforte Sonatas. 


FOLIO EDITION. 


Finely engraved, printed on best stout Paper with wide margins. 
Portrait, and Historical Notes to each Sonata. Newly Revised, 
Fingered, and Edited by 


ProFEssorR E. PAUER. 


Augener's Edition. 
Nos. ¢ 
9704—9706. In three Folio volumes (Edition de luxe). 
Artistic Binding in Gold and Colours. 
In best Morocco The set 
In Cloth, gilt sides and edges 
970I—9703. Three Folio Volumes, in Paper covers, 
Cloth backs. On ordinary paper. 
The set 2 5 
Or per Volume o 15 
For Review and detailed description of this Edition see the 
MONTHLY MUSICAL RECORD for November, 1887. 


Net. 
Lad 





W. A. MOZART’S 


COMPLETE (22) 


Pianoforte Sonatas. 


FOLIO EDITION, finely engraved and printed on best stout 
paper, with wide margins. Portrait. Newly Revised, Fingered, 
and Edited by 


Prorgessor E. PAUER. 


Augener’s Edition. 
Ne 


0. 
9732. dition de Luxe. Artistic binding, in gold 
and colours. In best morocco 
In cloth, gilt sides and edges és 
9731. In Papercover, Cloth back. On ordinary paper 
AUGENER & CO., 
86, Newgate Street, E.C., and 1, Foubert’s 
Conduit Street), W., London. 


(Not connected now with any other address.\ 


Place (opposite 


ECILIA. — Organ Pieces in different Styles. 
Edited by W. T. Best. 
No. 6751, Vot. I., bound in cloth, gilt, red edges, net, rs. 
CONTENTS. 
Albrechtsberger. 
Benoist. Andante. 


Best. Fantasia and Fugue, Scherzo 
and Adagio. 


Fugue. Hesse. Prelude and Fugue, Toccata. 
Krebs. Double Fugue. 
Lefébure-Wély, 
Merkel. Adagio. 
Boély. Andante, Sonata, Interlude, Perelli. Marcia Religicsa. 

cherzo, Advent Hymn, and Christ Rafi. In.roduction and Fugue. 

as Carol. Rheinberger. Fantasia-Sonata, Sonata 
Chaivet. Marche Religieuse. and Trio. 
Dubois. Andante. Tépfer. Fugue in B flat, D, E minor. 
Fumagalli. Allegretto. | Wesley. Fugue in G. 
Gade. Three Pieces. ' 


Andante. 


No. 6752, Vot. II , bound in cloth, gilt, red edges, net, 12s. 
Marche Religieuse. Hopner. Adagio. 
Fantasia. Lachner. Andante. 
Choral Preludes and Pastorale. Lefébure-Wély. Andantino. 
Prelude. . Three Pieces. 
Offertoire Funeral . Andante. 
. Andante. 
Petrali. Alla Marcia. 
Rheinberger. Fugue 
Thomas, Andantino, Offertoire in C 
a.d B flat. 
Toépfer. Fugue in F and B minor. 
Vesley. Fugue in C. 


N.B.—The purchaser (for cash) of the above two Volumes is prese ted 
with a Portrait (steel engraving) of W. T. Best. 


Benoist, 
Berens. 
Best. 


and 


Heap Fantasia. 
Hesse. Prelude and Fugue, Fantasia 
in E and C minor, 
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Antiquarian Music.—Vocal Scores (Continued). 


IQUARIAN MUSIC. 
Lor 688. AUBER. Les Diamans de la couronne. 


's 


SECOND-HAND VOLUMES. 
Some of them only slightly damaged. 


Sold by AUGENER & CO., 86, Newgate St., London, E.C. 


Sold for cash only. 


Lor 645. 


” 


646. 


647. 


648. 


£.=English. F.= French, G.= 


678. 
679. 
680. 
681. 
682. 
683. 
684. 
68s. 
686. 
687. 


The Prices marked are net, No discount. 
FULL SCORES. 

ANDRE. Grand Symphony. Net, gs. 

HAYDN. Masses. Oblong Folio. 
Edition.) No. 3, in F.. 

(For the other Nos. see Sever Rucorp, > ote. ) 

MENDELSSOHN. Op.r1. First Symphony. Original 
Folio Edition, n-t, 12s. 

— Midsummer Night's Dron. Original Folio Edition 
(BH) Gi. BB... ccs one ae “ 


(Original B. & H. 


CHAMBER MUSIC. 
BEETHOVEN. Sonatas for Violin and Piano, 
in 2 Vols. (Peters) 
*Cello Sonatas. 


Bound 
— Arranged for Violin and Piano by 
Hermann. (Peters.) Bound in 2 Vols. ee 
— Five Sonatas for’Celloand Piano. (Peters.) "Bound 
in 2 Vols... 
— Six Trios and Sietnaiien, for "Violin, Tense, ond 
Cello. (Peters) a 
—— The same, bound, 3 ‘Vols. one 
GRIEG. Op. 13. Sonata for Violin and Piano see ‘i 
HANDEL. Sonata in A, for Violin and Piano. (Hermann) — 
HAYDN. 1s celebrated ial ens bound in 4 Vols. 
(Peters) . ‘i lis 
— Piano Trios ‘(Peters) : = 
Vol. I. 12 Trios 
Bound in 3 Vols. 
10 Trios 
Bound in 3 Vols. 
Vol. Ill. 9 Trios we as we - 
MOZART. 7 Piano Trios. Folio (Holle) ... 
— Piano Trios (André), 3-inch Parcel 
SCHUMANN. Scenes of =n ~ V olin ond 
Piano, by Hermann 
— Piano Trio. Op. 110 


PIANOFORTE SOLO, 


Op. 131. 24 Etudes mélodiques 
Piano Concertos. % 85 -_ 89 (Peters) 


GURLITT. 

HUMMEL., 
Cloth... 

— Sonatas py Senee (Peters). Cloth . me 

PAUER. Family Gift Book, with Illustrations. 
Pages, bound 

SCARLATTI. 
Cloth 


475 
18 Pieces, edited by Bilow (Peters). 


PIANO DUET. 

GURLITY. Op. 147. Book I, Album-leaves ... 
KOHLER. Op. 280. Instruction in Piano Duet Playing. 
Net, 12s. 

MOZART. 
Callcott ... % 

OVERTURES be Boieldieu, "Herold, Aeine, Spontn 
(Peters). Cloth = 

— by Gluck, Mehul, Paer, Cc imarosa (Peters). 

SCHUBERT. Dances (Peters). Cloth 

— Complete Polonaises. — Duets (Peters). 
ae ee 


VOCAL SCORES. 


Service No. 12, is G. ‘Aemngel by Ww. H. 


7. = Italian Words. 


ABT. Christmas. Cantata for Female Voices. G.& £. 
— Cinderella. Same. Z&. ... 

ADAM. Le Farfadet. F. 8 fence, net a 

— Giralda. F. 15 francs ... 
— Le Housard de Berchini. F. 
— Sij’étais roi. F. 15 francs 
—- LeToréador. F. 10francs .. 
AUBER. L’Ambassadrice. F. 15 francs, net 
—  LaBarcarole. F. 15 francs ... * 
—— Le Cheval de Bronze. F. 15 francs... 


German. 


10 francs 


8 
"Cloth I 
2 


9 


fe} 





320. 


321. 


325+ 





F, Cloth 

— Le Dieu et la Bayadére. F. 

Le Duc d’Olonne. F. ... 

La Fiancée. F. ... nee 

Gustave ou le Bal mnsqué. F. 

Haydée ou le Secret. F. 

Jenny Bell. /. ae 

Lestocq. F. mm “i =e os 

La Muta di Portici. Z. 20 francs, net 

LaNeigee FO... ee 

La Part du Diable. F. ... ae 

Le Premier Jour de Bonheur. F. 

La Siréne. F. 

Zanetta. F. 

Zerline. F. i 

BEETHOVEN, Les Rudess ‘d’Athénes. fF. “ 

BELLINI. I Montecchie i Capuletti. G, & J... 

— Norma 7. &/. 12francs ... 

— LaSonnambula. F. & /. 

BRUCH. Odysseus. G. & &. sss 

CHERUBINI. Les deux Journées. F. ... ace 

— Lodoiska. F. eee 

CRISAR, ALBERT. Bonsoir, Mr. ‘Pantalen. F. 

DAVID. La Perle du Brésil. F. & J, ps 

DONIZETTI. Don Pasquale. /. ... 

— Luciadi Lammermoor. /. 

—— Don Sebastiano. J/. 20 francs, net ... 

FLOTOW. Marta. G.& J. 20 francs ... 

— em P ties oes 

GLUCK. Alceste. F.... vile 

—— Iphigénie en Aulide. F. 

ss en Tauride. F. 

— Orphée. F. 

GOETZ. Taming of the Shrew. G. & z. 

HALEVY, F. Le Vald’Andorre. F. Cloth 

HANDEL. Dettingen Te Deum. G. & £. 

MEHUL. Joseph. F. = 

MENDELSSOHN. Walpurgisnacht. 

NICOLO. Le Billet de Loterie. F. a 

OTTO. Christmas Time. Children’s Cantata. E. 

POISE. Little Christmas. A — —— for Ladi 
Voices. £. ; eee 

ROSSINI. Bruschino. "Fr. ass 

— Robert Bruce. F. 20 francs ... 

— Le Sitge de Corinthe. 7. 

REINECKE. Bethlehem. 
Voices, £. ose oe 

STRAUSS. Lustiger Krieg. "C. : ss 

THOMAS, AMBR. Le aan d'une nuit Py été. F. 

— Mina, F. ... vis 

—— LaTonelli. F. 

VERDI. Aroldo. /. 

Attila. J. ... up 

Un ballo in maschern, i 

Simon-Boccanegra. /. ... 

I due Foscari. J. 

Harold (Aroldo). F. 

Jeanne d’Arc. F. 

I Lombardi. /. 

I Masnadieri. /.... 

Luisa Miller, J/. ... 

Oberto. /. 

Le Trouvére (Trovatore). FB, 

WAGNER. _— Fe, Se 

— Rienzi. /.... “ 

—- Tannhiuser. /. ... 


20 francs, net 
15 francs ... 


LUTTE LETTE 


Ce Fr. 


ERE! 


A Sacred Cantata for Pench 
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Of former Lots there are still spare Copies of the following :— 


CHAMBER MUSIC. 
BACH. Suite, Sonata, and Fugue. 
(Peters) .. = 
—- Sonates for Violoncello. 
Concert by Grittzmacher_.., 


and Violin ns 
VIOLINIST’S POCKET COMPANION. 
All 4 Vols., 8d.; oreach ... és sp 


Piano and Violin. 


7 


Gum) Edition de 


== 30 


HERMANN, F. 50 Popular Melodies. (Peters) Plano 


w— 9 


100 2 Tam 


on — 2h 
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Antiquarian Music (Continued.) 
PIANOFORTE DUETS. 
Lot 328. BELLINI. LaSonnambula. Opera. (Peters) ... 
330. KROLL, F. Four Tone Pictures (Alter Sang) 
331. RHEINBERGER. Op. 87. Sinfonie in F. 
4ms. Published at net ras. ... 
332. SCHUMANN. Op. 68 Album. Progress srranged 
Folio. Published at net 7s. 6d. 
333. —— Op. 118. Album. Folio. 


Arrang. 


Published z at net 5s. 


PIANO SOLO. 
BIBLIOTHEQUE CLASSIQUE DES PIANISTES. 
(Paris Evition.) 


s. d. 


I 


4—! 


I 
I 


- I 
-— 6 Lor 389. 


Most of the Volumes are edited by Feétis Pére, and provided with Biography 


Published at #e¢ 7 francs each; size, 8vo, 
Each Volume, net, 2s. 6:2. 
BEETHOVEN. Sonatas. Vol. I. 
— Sonatas. Vol. II 
CRAMER. (Euvres choisies. 
CLEMENTI. Sonatas. 
HUMMEL. (Euvres choisies. 
WEBER. (Euvres choisies. 
MOZART. (Euvres choisies. 
HAYDN. Sonatas. 
DUSSEK. (Euvres choisies. 
FIELD AND RIES. (Euvres choisies. 
STEIBELT. Sonatas. 
BACH. (Euvres choisies. 
SCHUBERT. (Euvres choisies. 
MENDELSSOHN. 
KALKBRENNER. (Euvres choisies. 
BEETHOVEN. Sonatas arranged pour Piano. 
—— Trios arranged pour Piano. 
HANDEL. (Euvres choisies. 
19. “ BERTINI. 
With minute Analysis by O. Comettant. 
CHOPIN. (EKuvres complets. I. 
— Ditto. II. 
— Ditto. III. 
— Ditto. IV. 
RAMEAUW. (Euvres choisies. 
BACH. (Euvres choisies. I. 
— Ditto. Il. 


and Analysis. 


PrPr?rey rs 


BACH, J. S. Favourite Preludes. 
— Forty-eight Preludes and Fugues. 
362 & 363. Vols. I. and If. (Kroll) 
364 & 365. Vols. I. and II. (Czerny) ‘ 
366. BELLINI. ‘“ Montecchi,” Opera. (Peters) 
CHOPIN. Works. Edited by Klindworth. 
at net, 6s. each) :— 
367. Vol. I. Op. 1torr 
» Il. Op. 12 to 21 
» V. Op. 46 to 58 en 
» VI. Op. 59 to end, ona Posthumous Works aan 
CLEMENTI. Gradus. Vol. II. (Peters) 
CRAMER. Piano School. (Peters) 
HAVDN. Sinfonies. French Edition, in 12” 
OPERAS by Adam, Bellini, Donizetti, Meust, Rossini, 
Weber : 4 2 mains, in Vols. ... each 
OVERTUR‘°S by Schubert, Spohr, L indpaintne, i in One 
Vol. (Peters) .. ea 
SCHUMANN. Album of Songs. 
Kirchner. Bound in Cloth . 
— Album Leaves. Cloth ... 
— Bunte Blatter. Cloth 
—— Kreisleriana. Cloth 
— Album. Op. 118. Folio 
STRAUSS-ALBUM. Vol. IV. 
— Vol. V. (Peters.) 8vo.. . 
WAGNER. Kaiser-Marsch. (Tausig) 
WEBER. Piano Works. (Peters.) 8vo :— 
Sonatas 
Bound... 
Pieces and Variations 
Concerts 
Bound... 


(Peters) 

(Peters) :— 
. each 
. each 


(Published 


” Amenged wy Th. 


(Peters.) 8vo... 


(Euvres choisies (Concertos, &c.). 


Morceaux caractéristiques I. and II. 


. 4 Vols. each — 8 


6 





| Antiquarian Music (Continued). 


ORGAN. 

BACH. Organ Works. (Peters’ Oblong Folio Edition) :— 
Vol. V. Fifty-six Short Choral Preludes... 1 6 
390. s, VI. Thirty-four Choral Preludes j a oe 
391. ., VII. Thirty-three Choral Preludes... i 
392. MULLER, L. Thirty-six Preludes to Choral Melodies... — 6 
393) SCHUMANN. Op. 60. 
“ Bacu,” 


sd 


Six Fugues on the name of 
for Organ or Pedal Piano. (Folio Edition) ... — 


VOCAL MUSIC. 


ERK’S JUGEND-ALBUM. 112 Kinderlieder. (Peters) — 
INSTRUCTIVES GESANG-ALBUM. (Peters.) 40 
Lieder und Arien a ne pe for in ee 
KIRCHNER, Th. Op.1. 10Songs. (Peters) ... asia 
397. KUECKEN. 12 Favourite Songs. (Peters.) £. & G. 
words ‘ si en 
398-9. LIEDERSCHATZ. Vols. I., 
each 


a 400 Lieder. 
400. mie AL BUM. Vol. I. 10 Palladen ... 
— Vol. II. 10 Balladen 
MOZART. 30 Lieder ... 
SACRED ALBUM. Beene . a ea 
SCHUBERT, FRZ. Sammtl. L Soden. (Peters.) 
404 a b. Album I. (No. 1-80), Volks-Ausgabe, h. m. each 
405 a-c. —— Album II. (No. 81-155), h., m,t each 
406 a 6. —— Album HI. (No. 156-200), h., m. each 
—LIEDER & GESANGE. B. & H. Ed. 
407. —— Vol. I. 30 Lieder ... a 
408. —— Vol. II. Schine Miillerin 
409. —— Vol. III. Winterreise 
410. —— Vol. IV. 30 Lieder 
411. —— Vol. V. Schwanengesang oe on ee “ 
12-13. SCHUMANN. Lieder Album. (Original Edition.) £, 
&G. (Schuberth & Co.) 4° 2 Vols. «. each 
414@6 —— Liederkreis. Op. 39. £. & G. High & low. Cloth 
415. SIEBER. Op. 122. Vorschule des Gesanges. Publ. at 
net Mk. 8.30 


8vo. 


VOCAL SCORES. 
Most of them are Peters’ Edition. 
E.= English, #.= French; G.=German; /.= Italian. 
416. ANDRE. Missa (Op. 43) for Mixed Chorus. Published 
at net 4s. 6d. , 
4177 AUBER. Stumme von Portici. G.. fue 
BACH, J. S. Cantaten :-— 
418. —— Ach Gott, vom Himmel sieh darein 
419. —— Ach Gott, wie manches Herzeleid 
420. —— Bleib’ bei uns, denn es will 
421. —— Christ unser Herr zum Jordan kam 
422. —— Du wahrer Gott und David’s Sohn 
423. —— Es ist dir gesagt, Mensch 
424. —— Freue dich, erléste Schaar 
Gott, der Herr, ist Sonn und Schild 
— Lass Hichster (Trauer- — 
— Missa I. in F 
” i? ae 
“ IV. inc ... 
— Matthiius-Passion. G. ... 
— Weihnachts-Oratorium. G. 
432. BEETHOVEN. Missainc ... 
433» BELLINI. Sonnambula. /., G. 
434. CHERUBINI. Mass No. I. F major 
435. —— MassNo. II. pb minor ... 
436. — se se SER A iaiee... 
437-5 —— Credoa capella 
438. —— Requiem inc minor + “i 
439. GLUCK, Iphigenie in Aulis. G., F. 
440. HANDEL. Israel in Egypten. G.... 
441. —— Josua. G.. ai ae 
442. HAYDN. Seasons (Jahresseiten). Buy Geese 
443. LISZT. Graner Mass. VocalScore. Latin 
444. MOZART. Missa I. in F 
4455 —— Missa Il. inc 
446. —— Vesperinc. “ we 
447. SCHUBERT. Missa vi. ina A flat ia 


AUGENER & CO., 86, Newgate Street, London. 


Size 8vo. 


| | ” te 
Nn On no MVODADAOn#NNNO KC KOCCDCDOCOCOC AOD 





288 


THE MONTHLY MUSICAL RECORD. 


[December 1, 1888. 





OUVEAUTES 


(Nova). 
Le rer Decembre, 1888. 


AUGENER & CO., 86, Newgate Street, E.C., and 
Foubert’s Place, W. (opposite Conduit Street), London. 


N.B.—Not connected with any other West End address. 


NOVELTIES. 


December 1st, 1888. 





bs = 
mber. 


PIANOFORTE SOLOS (a 2 mains). 


dogt BEETHOVEN, L. VAN. Musik zu einem Ritter- 
ballet (‘‘ Music for a Ballet of gti Arranged 
by E. Pauer net 


CIPOLLONE, ALFONSO. — sist 
Mazurka (Op. 157) 


GAUTIER, L. Magnolia. Waltz 


MOZART, W. A. Toney No, 3, in E flat. ioe, 
by Max Pauer .. net 


Sunibie. on ii. Folio ‘Edition, 
Finely engraved, printed on best stout paper, 
with wide margins, Portrait. Newly revised, 
fingered, and edited by Professor E. Pauer. £. : 

Edition de Luxe, Artistic binding in gold and 
colours. In best morocco net 
In cloth, gilt sides and edges __.. : net 
In paper cover, cloth back, on ordinary 
paper net 


WURM, MARIE. mens Gecite 


Caprice- 


8260c 


PIANOFORTE DUETS (a 4 mains). 
DIABELLI, A. Rondeau militaire net 
KIRCHNER, F. Sanssouci. Galop brillant (Op. 232) 


ORGAN. 
BACH, J. S. The great Preludes and Fugues, edited 
by W. T. Best (singly) :— 
No. 4 in E minor 
5 in F minor 
6 in G major 
CAPOCCI, FILIPPO. Select Works :- a 
No. 10, Marcia, F major 
11. Finale, G major 
12. Offertorio, C major... 


VIOLIN AND PIANOFORTE. 


7330 BEETHOVENIANA..  Extraits des Sonates pour 
Piano de Beethoven arrangés par Fr. Hermann :— 


Livre * ~~ 7, No. 2; ae oh 26; Op. 27, 

No. ak net 

8680 JENSEN, ania, 
_ (Op. 25) 

PERROT, PIERRE. 


net 
net 
net 


‘Suite, No. 3 in A minor 
net 


Violin 


Two short iin: 
or Violoncello and Piano . 


INSTRUMENTAL. 


BEETHOVENIANA. — Extraits des Sonates pour 
Piano de Beethoven arrangés par Fr. Hermann. 
Livre A. Op. 7, No. 2; Op. 26; Op. 27, No. 2:— 

Pour 2 Violons, Viola, et Violoncelle 

Pour Piano, Violon, et Violoncelle 

Pour Piano, Violon, Viola, et Violoncelle net 
Pour Piano, 2 Violons, Viola, et. Violoncelle net 

HEALE, H. Polacca for three concerted Violins, with 
Pianoforte Accompaniment .. ; 

HERMANN, FR. 80 Etudes spéciales (Spezial- 
Etuden) pour le Violon (Op. 24) :— 

5661 Part I1I.—25 Etudes dans la 3me jusqu’a la 

7me position (difficulté moderée) net 
5661ad The same in 2 Books each net 

7089 SCHARWENKA, X. Two Polish Dances arranged 

for Military Band by D, Godfrey, Jun... net 2 6 


7197a 
7242a 
7175¢ 
71450 





| Novelties—Continued. 
VOCAL MUSIC. 


BORDOGNI, LUCIA. 
and French words) 
9130 GURLITT, CORNELIUS. The Flood. A Dialing 
in Church Recitation and Chorus, with Organ 
or Pianoforte Accompaniment. The words se- 
lected by J. Powell Metcalfe, M.A. Complete net 
Or in 3 Parts, each complete in itself :— 
Part I.—The Ark ve 
Part Il.—The Raven and the Dove 
Part III.—The Rainbow 
. (For Contents see Advertisement, page 285.) 
HEALE, H. 12 Two-Part Songs for Female Voices, 
with Pianoforte teehee — 
Night 
Cradle Song 
Hunting Song ; 
4266 HOBY, CHARLES. A Bridal Song. 
for T hree Female Voices 
MOFFAT, A. Love's me 
cello obbligato.,. 


8863 MOLIQUE, B. Six poner ons for one voice, with 
Pianoforte Accompaniment. (Op. 48) net 
13870 REINECKE, C. Christmas Carol for Soprano, Alto, 
Tenor, and Bass. The — words by E. M. 
Traquair net 
13581 SCHUMANN, R. Gipsy Life. (Op. ‘a. pn 
for Three Female Voices, with Pianoforte Accom- 
paniment, by H. Heale tne net 
SHARPE, HERBERT F. Songs by the Sea. 

Trios for Female Voices (Op. 25) :— 
Wave Voices net 
Golden Sands net 
ENGLISH SONGS (ST: ANDARD). Edited, revised, 
the words partially rewritten by W. A. Barrett. 
The accompaniments arranged by Dr. Stainer, 
Dr. Martin, Henry Gadsby, A. J. Caldicott, 
Burnham Horner, Juseph Barnby, and the Editor. 
Book IV. 18 Songs (Nos. 67—84) net 

(For Contents see Advertisement, page 285.) 


AUGENER & Co., London: 

City Chief Office: 86, Newgate Street, E.C. 
Only West End Branch: 1, Foubert’s Place, W. 
(opposite Conduit Street). 

Not Connected with any other West End Address. 


All Communications should be addressed as above. Cheques 
and Post Office Orders to be crossed ‘‘ Central Bank of London.” 


Telegraphic Address—AUGENER LONDON. 


Fleurette. Song hemp 


91300 
91300 
g130¢ 


net 
net 
net 


net 
net 
net 


Part Song 
net 


Song with Violon- 


12 


4272d 
4272¢ 


88300 
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